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ABSTRACT……………………………….. 
 
 
 
Local and Community radio in Cornwall:  
testing achievements  
against obligations and objectives. 
 
In a time of shifting technological, regulatory and economic regimes, and 
debate as to the present and potential uses of media, this thesis offers radio 
practitioners and students a pragmatic, rather than a highly theorised, enquiry into 
the notion and value of local radio. In a detailed case study, it uses the chosen 
stations as the basis for an empirical examination of actual output, and 
demonstrates comparisons between objectives and achievement against the 
background of regulatory and self-reflective constraints, and within geographical and 
technological contexts. This thesis also challenges some common assumptions about 
localness in quasi-local radio and provides a detailed insight into the perceptions of 
a number of managers about local and community radio stations. 
This is a qualitative study, focusing on broadcaster-output rather than on 
listener perception. The enquiry takes the form of a case study of “local” radio in the 
south-west of Cornwall, UK, by examining examples of the three tiers of radio: BBC 
Public Service, Commercial and Community Radio respectively. Methodologically, 
background factors are first assessed by interrogating literature covering local radio 
in the digital age; the nature of locality and localness; the notion of community; and 
the role of commercialism in local radio. The research, centred in particular upon 
notions of localness and community, interrogates those terms for meaning and 
relevance.  
A detailed review follows, looking at the formal obligations imposed on each 
tier and each station (a) by broadcast licences and (b) by self-reflective aims and 
objectives. Field research then employs observation and full-day, annotated audio 
monitoring, leading to detailed analytical comparisons of the extent to which the 
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stations rise to the challenges posed. Aspects of typicality and representative 
sampling are addressed, to ensure that the results obtained through field-research 
methodology are reliable and repeatable.  
Conclusions on the specific issue of compliance produce a mixed picture, with 
all stations complying to a greater or lesser extent with regulatory licence conditions 
while some appear to fall short of fulfilling their own objectives. Other conclusions 
on comparative operational and management issues are equally varied but equally 
worth perusal. 
KEYWORDS: Local radio, community, localness, compliance, objectives 
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INTRODUCTION…………………………. 
 
STRUCTURE OF THIS DISSERTATION  
Note: the chronological structure of this dissertation  
is indexed, for ease of reference, in the Table of Contents. 
 
PURPOSE OF THIS PROJECT  
In a time of shifting technological, regulatory and economic regimes, and 
debate as to the present and potential uses of media, this thesis offers radio 
practitioners and students a pragmatic, rather than a highly theorised, enquiry into 
the notion and value of local radio. In a detailed case study, it uses the chosen 
stations as the basis for an empirical examination of actual output, and 
demonstrates comparisons between objectives and achievement against the 
background of regulatory and self-reflective constraints, and within geographical and 
technological contexts. This thesis also challenges some common assumptions about 
localness in quasi-local radio and provides a detailed insight into the perceptions of 
a number of managers about local and community radio stations. 
I started, when considering how best, throughout this dissertation, to 
encapsulate all five stations at the heart of this study, by adopting the term 
“localised” as a portmanteau term. BBC Radio Cornwall and Pirate FM are county-
wide, but described in legislation, regulation and common usage as “local”, while the 
remaining three, THE SOURCE FM, Radio St Austell Bay (RSAB), and CHBN Truro 
are described in similar fashion, as Community Radio stations, and are sometimes 
described as “hyper-local”. To attempt to bring them all under the rubric of “Local 
Radio” would, I felt, would have been to invite further confusion. Further, I felt that 
“localised” would itself be misleading, given that it could also be applied to the efforts 
made by otherwise fully networked station owners to introduce at least some local 
content, however minimal. In an attempt to more tightly define the subject at the 
heart of this thesis, I have instead used, as the portmanteau description I felt was 
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needed, “quasi-local”. Not perfect, perhaps, but better and closer to reality than 
“localised”. 
NARRATIVE CHRONOLOGY  
The narrative in Part One deals with Purpose, Limitations, Contextual 
Framework and key terms and starts in Chapter 1, with a consideration of the nature 
of radio as a technological and cultural phenomenon in the digitised 21st century, as 
seen through the lens of quasi-local radio; it then moves to Chapters 2 and 3, 
examining locality and community respectively, in the light of the way the stations 
in this study describe themselves in these terms and are defined in law as either 
“local” or “community” operations. I then consider in Chapter 4, the implications of 
the inclusion in programming of advertising either paid or unpaid, in one form or 
another and complete Part One in Chapter 5 with a detailed explanation of the 
research methodology I have adopted. 
Part Two, which deals with Data Gathering, moves to a detailed exposition of 
Methodology and specific Methods and starts with Chapter 1, which, in an empirical 
study, covers the gathering of relevant textual material and includes legal and self-
imposed obligations. Chapter 2 consists of analysis of the textual data set out in the 
preceding chapter. Chapter 3 considers and sets out the results obtained in the form 
of base data derived from minute-by-minute, annotated Observation and Monitoring 
and logging a typical broadcast day for each station after defining how the days in 
question are typical of the stations’ ongoing programming output. Chapter 4 deals 
with detailed, station-by-station comparative Interpretations and Summaries of the 
results obtained. Chapter 5 suggests conclusions based on the analyses, offering 
answers to the question posed by the project title. 
Methodologies and dependant Methods are explained in detail in Part 1, 
Chapter 5, but as a broad guiding summary, there are two core methods which have 
been employed in conducting the research: First, reviews of literature in the form of 
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relevant textual references, including formal, legislative and regulatory instruments 
designed to establish, insofar as this was possible, what constitutes quasi-local radio 
in the context of this case-study and to define both imposed and self-reflective 
objectives. Second, a structured and tightly focused observational and monitoring 
task designed to provide data against which those objectives could be measured. 
On the strength of the analyses of the data obtained, I was able to reach 
certain conclusions which are set out in detail in Part 2 Chapters 4 and 5.  
In summary:  
 Localness and community, are imperfect descriptors at best; confusing and 
chimerical at worst  
 Commercial Radio and Community Radio appear to be heavily dependent on 
pop or golden-oldie music as a staple of their programming  
 Community Radio operators believe that offering music to their audiences 
constitutes the provision of social gain 
 There is little evidence to support any suggestion that quasi-local radio, in 
fulfilling either public service or social gain goals, seeks to compete with BBC 
Radio 4 in this context.  
 Most (but not all) speech on the stations in this study would have to be 
characterised as low-key and intellectually undemanding 
 None of the five stations are part of networks and initiate all but a very small 
percentage of programming from their own studios 
 Commercialism in the form of paid advertising on all but BBC Radio Cornwall 
does not impact upon or influence the content of programming  
 BBC Radio Cornwall and Pirate FM subscribe to RAJAR and their audiences 
are therefore measured and tracked on a quarterly basis.  
 Community Radio makes little effort to establish size of audience or listening 
patterns 
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 None of the Community Radio stations in this study are showing any interest 
in DAB 
 Finances loom large in Community Radio, where the station operators are 
engaged in a constant and difficult search for income  
 Pirate FM is a fully commercial and profit making operation, while BBC Radio 
Cornwall depends upon subventions from the overall BBC radio budget. 
 None of the stations studied have any problems in adhering to compliance 
legislation or regulatory guidelines 
 On the matter of achievement against self-imposed and self-reflective 
objectives, there is no evidence to suggest any failure of achievement in this 
regard 
 As an overall observation, it is clear that all stations studied in this project are 
heavily dependant upon music – particularly modern pop or “golden oldie” 
music to sustain their programming. Analysis of the programming, albeit 
relatively cursory and not at the core of this study, of other “local” and 
“community” stations in the UK in particular, indicates that this music 
dependence is widespread.  
CITATIONS AND QUOTATIONS 
To clarify an aspect of the employment of citations in this dissertation, I stress 
that where I have quoted directly from a text, I have striven to indicate the page 
number for such quotations. Where no page number is indicated this is intended to 
convey that I am referring to the overall thrust of the author’s argument or exposition. 
ELECTRONIC VERSIONS OF THIS THESIS AND COMPONENTS THEREOF 
Appended to this dissertation is a DVD which holds the electronic versions of 
(a) material which would otherwise use what I feel are unnecessary amounts of 
printed paper (b) audio versions of transcripts of interviews and (c) this thesis in full. 
The latter will allow the reader to utilise the automated links from page and other 
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cross-references, to corresponding page numbers in the body of the thesis without 
having physically to access the printed Table of Contents. 
GEOGRAPHICAL SCOPE 
I have included, below, an indication of the geographical scope of the project, 
to illustrate the breadth of coverage of the two county-wide stations (BBC Radio 
Cornwall and Pirate FM) and the concomitantly limited coverage of the three 
Community Radio stations. 
 
FIG 1 
 
GEOGRAPHICAL SCOPE OF THE PROJECT 
 (Coverage areas indicative and not to scale) 
The three Community Radio stations at the heart of this study  
are indicated within circles or ovals. Note: The Hub and Penwith are indicated 
purely to show relative geographical proximity of other nearby FM stations.  
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PERSONAL INTEREST 
My interest in research into this aspect of radio stems from a working lifetime 
in this industry in the UK and elsewhere as a manager, marketer, designer, 
presenter, producer, director, script-writer, observer and commentator over five 
decades, with a steadily increasing focus on, and a growing involvement with, quasi-
local radio. Before embarking upon this project, I felt that my experience would serve 
as a guide to the answers I hoped to find, but very soon established that what I 
thought I might know was heavily outweighed by what I clearly did not. The research 
and its results have been a voyage of discovery.  
I make no secret of the fact that my interest in broadcast radio draws me away 
from big-coverage national and even regional radio, towards small-coverage radio 
which is closely associated with geographically discernible and confined localities. 
The clearest manifestation, at least in the UK, of such small radio, is Community 
Radio, and in thinking about an approach to this subject I had, originally, considered 
confining my research to that sector. However, I soon began to feel that it would be 
more interesting and more valuable to widen the project parameters by comparing 
geographically almost-adjacent Community Radio stations not just against one 
another but against the other two forms, or tiers of quasi-local radio - BBC Local 
Radio and Local Commercial Radio. Hence my focus on BBC Radio Cornwall, Pirate 
FM and three Community Radio stations, all of them located, and serving audiences 
in, the south-west of Cornwall. 
THE CASE STUDY 
The case study has been undertaken with a focus on stations which have their 
offices, studios and transmitters in the south-west of the county because all of them 
lie within relatively easy travelling distance from Falmouth University where this 
research has been based, and from The Lizard Village, where I live. While it was 
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always possible to listen to the stations from anywhere, using their Internet 
streaming facility if necessary (see below), the ability to make personal visits to the 
stations was equally important, as was the ability to tune to FM transmission and 
listen on a car radio receiver.  
My starting point was a suspicion, with my focus on, and interest in, the UK, 
that radio’s ability to be genuinely service-rich to its listeners has been steadily 
moving in opposing directions. On one hand, the move has been to greater 
centralisation overall, given that first-tier public service radio in the shape of the BBC 
has been fully centralised in terms of ownership and control of its radio services, for 
decades. Second-tier Commercial Radio is, under increased consolidation of 
ownership and homogenisation of content, rapidly moving in that direction according 
to Starkey and other commentators on UK radio (Starkey, 2012; Stoller, 2011). On 
the other hand, radio also appears to be moving apace to highly quasi-local, even 
hyper-local, levels, as the third-tier of radio, Community Radio, develops.1  
The literature on British Public Service Radio (the BBC) and Commercial Radio 
respectively, is a rich one and texts on Community Radio are steadily growing in 
number.  But I have discovered that little has been done to investigate, at ground 
level, the interaction between them, to highlight the comparative differences and 
similarities, achievements or failures in serving the communities which they target 
as audiences, expressed in terms of what, according to their broadcast licences and 
relevant legislation, is expected of them, what, by their own admission, they hope to 
achieve, and to compare intended with actual output.  
  
                                           
 
1 There are in the UK, three tiers of broadcast radio; Public service, Commercial and Community. In the UK, the 
three tiers are represented by the BBC; profit-orientated Commercial Radio; and not-for-profit Community Radio, 
respectively. Other tiers are similarly represented in other countries. 
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NATURE OF THE TASK 
The task I set myself was to examine how quasi-local manifestations of all 
three tiers in a given geographical area were performing in terms of offering distinctly 
differing programming in complying with the provisions of their respective 
broadcasting licences and fulfilling their own reflectively imposed obligations.  
Two of the stations under scrutiny (BBC Radio Cornwall and Pirate FM) 
describe themselves as “local”, but this research project sought to question the extent 
to which they are truly quasi-local in that they cover an entire county measuring 
roughly one hundred miles long and thirty wide, and the extent to which the 
500,000-strong population of Cornwall belongs to a definable “local” community. 
Further, Cornwall is a relatively sparsely-populated county at 153 people per square 
kilometre compared to the national UK average of 413, (UK ONS, 2013) and BBC 
Radio Cornwall and Pirate FM cover smaller geographical areas than those with 
higher population densities and higher total populations. However, the very term 
“local” needs and receives attention as to its meaning and implied effects in Part One, 
Chapter 2, while notions of “community” are also interrogated in Part One, Chapter 
3.  
The three small stations are licensed as Community Radio services, where low 
power FM transmitters cover small areas, defined, approximately, by the technical 
reach of those transmitters and where the notion of radio serving a community inter- 
and intra-connected to itself by locality, can perhaps be more clearly seen as properly 
“local.” The extent to which their inward-facing hyper-localness is compromised, if 
at all, by the fact that they all stream their output to the Internet and that this makes 
it possible for anyone with access to an Internet-connected computer, anywhere, to 
listen to the station, is discussed in Part One, Chapter 1. It is also true that while an 
FM broadcast licence for a Community Radio station makes every attempt to define 
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the territorial limits within which a given Community Radio station is supposed to 
operate, FM signals tend to spread beyond (sometimes well beyond) such limits. This 
too could perhaps be held to compromise “localness”, and therefore obliged me to 
consider and contrast localness from the standpoints of physical, technological 
coverage on one hand, and localness as achieved by programming content and its 
relevance and appeal to audiences, on the other. 
As to why I felt it necessary to examine three Community Radio stations, the 
answer lies in the differences between them, influenced in the first instance by 
different geography and local cultural differences, and more important, by differing 
management approaches to programming content in serving the communities for 
which they applied and were granted broadcast licences.  
It is not always possible - indeed not necessarily advisable - to assume that 
the results of a case study are transferable to other situations and circumstances. 
Accordingly, while I hope that this project and its outcomes prove to be of use to 
radio regulators, legislators, academics and practitioners in other places and at other 
times, either in full or in part, I make no claims as to ubiquitous applicability. That 
said, I draw particular attention to the comparative findings on Community Radio, 
in Part Two, Chapter 4 and the challenges this sector faces in finding ways to employ 
music as its programming mainstay without duplicating what is already being offered 
by the BBC and Commercial Radio, not to mention the availability of music from 
growing numbers of on-line, Internet Protocol, radio-like services.  
INTENT, OBJECTIVES AND ACHIEVEMENT 
The question posed by implication in the title of this dissertation calls for 
setting up a comparison between intent and achievement. To make the question 
clear, it would be expressed as “do the five radio stations at the heart of this study 
meet the challenges posed by legal and regulatory conditions as well as those which 
are self-imposed by ownership and management policies?”.  
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To attempt an answer to this question requires a methodological approach to 
the research which, in terms of methods, embraces (a) unearthing textual evidence 
of legislatory and regulatory provisions, as well as self-imposed objectives (b) 
observational and detailed, empirical, measured research into what is actually being 
delivered by programming and (c) comparative analysis of the relationships between 
(a) and (b). Finally, conclusions are drawn as to what the comparisons demonstrate 
in answering the question posed. 
FURTHER NOTE ON SEQUENTIAL STRUCTURE OF THIS DISSERTATION  
The narrative in Part One begins in Chapter 1, with a consideration of the 
nature of radio as a technological and cultural phenomenon in the digitised 21st 
century, as seen through the lens of quasi-local radio; It then moves to Chapters 2 
and 3, examining locality and community respectively, in the light of the way the 
stations in this study describe themselves in these terms and are defined in law as 
either “local” or “community” operations. I then consider the implications of the 
inclusion in programming of advertising either paid or unpaid, in one form or another 
and complete Part One with a detailed explanation of the research methodology I 
have adopted. 
Part Two starts with a Chapter gathering relevant textual material covering 
legal and self-imposed obligations, then moves to the results in the form of base data 
derived from a station-by-station, minute-by-minute, annotated monitoring task. A 
typical broadcast day for each station is logged after defining how the days in 
question are typical of the stations’ ongoing programming output, followed by 
analyses of the results obtained, then to conclusions based on the analyses, moving 
finally to offering answers to the question posed by the project title. 
To clarify an aspect of the employment of citations in this dissertation, I stress 
that where I have quoted directly from a text, I have striven to indicate the page 
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number for such quotations. Where no page number is indicated this is intended to 
convey that I am referring to the overall thrust of the author’s argument or exposition. 
Appended to this dissertation is a DVD which holds the electronic versions of 
(a) material which would otherwise use what I feel are unnecessary amounts of 
printed paper (b) audio versions of transcripts of interviews and (c) this thesis in full. 
The latter will allow the reader to utilise the automated links from page and other 
cross-references, to corresponding page numbers in the body of the thesis without 
having physically to access the printed Table of Contents. 
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 PART ONE 
 
 LIMITS, CONTEXTUAL FRAMEWORK, KEY TERMS 
 
 CHAPTER 1 
 
 LITERATURE REVIEW: QUASI-LOCAL RADIO IN THE DIGITAL AGE   
 
 
 
THE MEDIA CHAIN 
Although there are several ways of considering the components which go to 
make up all broadly-cast media, and this includes the printed as much as it does 
any other, I have found it useful to think of the media chain as having three 
irreplaceable elements or links. One link concerns itself with the creation or 
production of content. The second can be thought of as the dissemination or 
broadcast thereof. The created entity, to become a publication (i.e. available to the 
public) or to become radio or TV, must look to the second link to disseminate the 
content. The third link, the potential readership or audience (the public) must receive 
and consume the content to complete the media chain. Given the range of media 
about which I am suggesting a generalisation, “consume” in this context means 
listen-to, watch, or read - simply a convenient way to encapsulate all three. 
There would be no social, cultural or commercial point in disseminating blank 
sheets of paper no matter how widely; no point in turning on a transmitter to 
broadcast nothing but the hiss of the carrier wave; no point in a TV transmitter that 
sends out a blank or snowy screen with the same carrier-wave audio hiss as radio. 
Not even John Cage’s musical oddity (four minutes and thirty-three seconds of 
“silence”) breaks this rule; as Gann points out, the orchestra was present, although 
playing nothing but ambient noise from both instrumentalists and audience could 
be heard (Gann, 2010). Perhaps it would be helpful to distinguish this type of 
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“created” silence from blank sheets in the press, silence on radio and blank screens 
on TV caused by censorship. 
RADIO, RADIO-LIKE AND QUASI-RADIO 
There are other factors in what makes radio into radio that make for 
interesting consideration. In Penzance in Cornwall, a group of determined radio 
enthusiasts, not yet ready to apply for a broadcast licence for a hyper-local 
Community Radio station they wished to launch, put together “programmes” in a 
make-shift studio, multi-copied the content to compact discs (CDs) and distributed 
them to family, friends, and others. They called themselves “Penwith Radio” after the 
administrative district in which Penzance is located, finally acquired a broadcast 
licence from the regulator, Ofcom, in 2012 and began broadcasting proper in 2014 
(Gonninan, 2016) In the CD-days, this operation surely stretched the meaning of 
radio to its limits, but if there is a definition of radio broadcasting, then perhaps it 
ought to be sufficiently all-encompassing to include methods that do not involve the 
transmission of sound by wireless - or even wired - propagation. The same must also 
be true of closed–circuit “radio” in supermarkets and other large retail outlets - or, 
for that matter, any form of broadcast sound which does not necessarily utilise ether-
carried technology - including the Internet. It is starting to look easier to define 
“broadcast” radio by reference to its content rather than its means of dissemination.  
Those who have considered these notions include, among many others2, Lewis 
and Booth, who spoke of the not-so-invisible medium (Lewis and Booth 1989); 
Breitsameter who contrasted “pure” radio as “sparks and waves” against the 
electronics of Internet radio (Breitsameter in Jensen and Labelle, 2007, p 59 ff]); 
Bellanger who dissected radio’s recent technological advances, while contrasting 
                                           
 
2 The ubiquity of radio (very few people are not consumers at some time or other, using one of several radio and 
radio-like distribution platforms) opens it to investigation as a phenomenon by a great many academics and other 
commentators, and the list is a long one. Here, I have singled out just three taken from a wide time-range to illustrate 
differences in approach.  
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them with radio’s unchanging sine-qua-non where content still tends to dictate what 
radio is and means (Bellanger, 2016). 
Although he was writing on 1992, Neuman suggested that in a post-industrial 
and, in broadcasting terms, the then proto-digital age, there was a danger that the 
proliferation of new media would result in what he described as a “paralysing 
overload of information” (Neuman 1991, p 5). The expansion of choice in radio as one 
of those media, with the arrival of terrestrial digital audio broadcasting (T-DAB) and 
non-terrestrial Internet radio contributes to that argument, but the focus of such 
argument is on the means of distribution, not on the content so distributed. As Crisell 
points out, Brecht had suggested that “broadcasting technology arrived before 
anyone knew what to do with it” (Brecht 1932; Crisell, 2006) which anticipates 
McLuhan’s idea that the medium is the message (McLuhan, 1964).3  
RADIO AS A CULTURAL TOOL - MCLUHAN ET AL 
The interaction between radio and culture can also be examined through the 
lens offered by McLuhan in proposing that the focus of study of any medium should 
not be on the content that it carries but on the very existence and the characteristics 
of the medium itself. He suggests that any medium affects society not, or not only, 
by the content delivered but by its very existence. “The Medium is the Message,” he 
believed and goes on to explain: 
“The instance of the electric light may prove illuminating in this 
connection. The electric light is pure information. It is a medium 
without a message, as it were, unless it is used to spell out some verbal 
ad or name. This fact, characteristic of all media, means that the 
“content” of any medium is always another medium”. (McLuhan, 1964, 
p 1). 
 
                                           
 
3 Dr. Eric McLuhan, Marshall McLuhan’s son, provides this footnote: “Why is the title of the book “The medium is 
the massage” and not “The medium is the message”? Actually, the title was a mistake. When the book came back 
from the typesetter’s, it had on the cover “Massage” as it still does. The title was supposed to have read “The 
Medium is the Message” but the typesetter had made an error. When Marshall saw the typo he exclaimed, “Leave it 
alone! It’s great, and right on target! Now there are four possible readings for the last word of the title, all of them 
accurate: “Message” and “Mess Age,” “Massage” and “Mass Age.” 
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Applying this thinking to quasi-local radio, it would seem to be true therefore 
that before a quasi-local radio station even broadcasts a sound, a word or a note of 
music, the populace in or around its intended area of coverage will be conscious of 
and affected by the knowledge that the station is there, provided of course that at 
least some local marketing and promotion has taken place. The station, as McLuhan 
would explain it, is “pure information”, but when the station is actually transmitting 
content, McLuhan’s “other medium” comes into play for those actively listening (or 
passively hearing) while everyone in the coverage area may be conscious of receiving 
a message to the effect that the station is there. 
Both Brechtian and McLuhanesque ideas in this context seem like an over-
focus on distribution technologies at the expense of attempts to define what radio 
does in conveying information, however broadly definable, to those who listen to it. 
Beutler, discussing the nature of digital radio and its implications suggests that while 
there is what he describes as a “digital dividend” (such as the expansion of choice) 
the average listener to radio is not really interested in how the desired or discovered 
content reaches him, as long as it works (Beutler, 2012). Radio, it could be claimed, 
is increasingly “platform neutral” (Goodman, 2008). Accordingly, it would seem that, 
on that argument, radio as a mass communications medium is increasingly likely to 
be better defined by what people hear, not how they hear it.   
It is perhaps worth mentioning that McLuhan is also unattributably reported 
as having said, “I don't necessarily agree with everything that I say”. This neither 
adds to nor detracts from the broad thrust of McLuhan’s thinking, but merely points 
to the difficulty of unpicking those intricacies in attempting to apply McLuhanism to 
the study of any medium of communication in the digital age. Virtuality and reality 
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(not to mention augmented reality)4 constantly wear each other’s clothes  
(Azuma, 1997) and where, as McLuhan might have been happy to learn, medium as 
message and message as medium are frequently one and the same. Digital media 
appear to support McLuhan's thesis, developed and extended by Powers, concerning 
the global village - a society where people can enjoy the life and ethos of a village, but 
on an international, or even a global, scale (McLuhan and Powers, 1998). On the 
other hand, as Goffman felt, face-to-face contact, even sixty years after his postulate, 
still seems to be an important form of human interaction between people as they live 
their daily lives (Goffman 1967) and this in turn poses the question of the effect on 
human communication of such phenomena as Skype, FaceTime and other VOIP 
(Voice-Over Internet Protocol) technologies including video - and audio-conferencing, 
where people are together in time but not in space. To complicate matters, this leaves 
open the question of describing what is happening if a pre-recorded contribution to 
a video or audio conference, by a participant who is unable to be physically co-
present, is played to those who are - or if the “absent” colleague is using a live link 
to enable inter-party conversation and contribution The participants are together in 
time, while some are together in what only be described as virtual space. This has 
resonances with radio, where the presenters of otherwise live-to-air programmes 
insert pre-recorded speech items, including situations where, for example, the 
presenters themselves conduct and record interviews some time before their 
programme is broadcast live, for insertion into their own programmes5. Time-shifting 
is not confined to audience members who record TV or radio content, use 
listen/watch again, or download podcasts for later playback. It is used, extensively, 
at the production end of the process, too. McLuhan, I believe, would agree that in 
                                           
 
4 Augmented reality describes the process whereby computer-generated images, such as animated characters, are 
inserted into what would otherwise be “normal” scenes with real people. Augmented reality is most usually, but 
not exclusively, seen in commercials destined for use on TV, in cinemas, or the Internet.    
5 The same is true of “live” television of course, but perhaps less frequently employed.  
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such cases, the medium is manipulating the message and the message is what the 
medium does with it. 
COMMUNITY RADIO AND THE INTERNET  
In this connection, it is worth noting that in the UK and elsewhere, an 
increasing number of would-be Community Radio operators are opting for Internet-
only broadcast, and not always as a result of the expense of traditional broadcast 
methods6. Exact Internet-only station numbers are hard to establish since the 
sources of information on Internet-streamed7 radio include the many stations which 
are employing both ether-borne terrestrial (usually FM) technology and the Internet, 
but in the UK alone, such information as I have been able to piece together indicates 
that there are in excess of 200 (Radiofeeds, 2015).  In some cases, these will include 
groups which have it in mind to apply for FM broadcast licences but there is 
increasing evidence, according to the CMA (Community Media Association) that the 
cost and bureaucratic challenges involved in licensing and operating an FM station 
are persuading many people that launching and maintaining a permanently internet-
only Community Radio station is a more achievable aim (CMA, 2014). The caveat 
here is that, as I indicate in footnote 5 above, Internet streaming is far from free, and 
there are severe cost-dependant limitations on the number of people who can listen 
to the same station at the same time. Concurrent listening, as it is described, to a 
given station on the Internet is expensive and the expense is carried by the station, 
depending on how much bandwidth capacity it has paid for. I have referred, above, 
only to the situation in the UK. Worldwide, I have no reason to think that Internet-
                                           
 
6 On the other hand, IP (Internet Protocol) radio is by no means inexpensive, as payment depends on, and is roughly 
proportionate to, bandwidth use (See pages 43). 
7 “Streaming” has become a term in general use to describe the process whereby the output of audio or audio-visual 
material (usually radio or TV programming) is converted into digital codes which require some form of computerised 
receiving apparatus so that passages of programming can be decoded and listened-to or watched. Such distribution 
is considered to have been “streamed”, mainly because the technology behind it consists of a continuous stream of 
digital code. 
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only radio is doing anything but growing, too, but anything resembling dependable 
figures are hard to come by. 
TRADITIONAL RADIO?  
By comparison, when it comes to “traditional” wireless dissemination, as an 
example of the cost and complication of FM broadcasting, the situation at THE 
SOURCE FM8 in Falmouth is illuminating . The signal path from studio to transmitter 
is as follows: 
  
                                           
 
8 I had considered using the abbreviation “SFM” rather than the full name “THE SOURCE FM”, but there is a 
Community Radio station in Sittingbourne, Kent, called SFM. To avoid confusion, the full name for the Cornwall 
station will be used throughout. I will, however, use RSAB rather than “Radio St Austell Bay” because the station 
is now known by those four call letters. The Truro Hospital and City Community Radio station is also known only 
by its call letters, CHBN, which is the short form for Cornwall Hospitals Broadcasting Network. 
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 The analogue signal leaves the studio 
 It gets turned into a digital signal by a Barix Instreamer box 
 It is then sent across the adjacent car park via an optical fibre cable 
 It enters the Internet through the server in the adjacent Adult Education 
building 
 It is then sent to Bristol by landline connection via a series of switches 
 It returns to the transmitter located in Penryn  
 It greets its matching Barix Exstreamer box where it is re-converted to 
analogue 
 It arrives at the transmitter as an analogue audio signal and is transmitted  
 
(Source; Rogers, THE SOURCE FM, e-mail, 10th November 2015) 
 
 
While there are, almost certainly, similarly complicated routings for other 
Community Radio stations, the overall distance travelled by THE SOURCE FM’s 
signal before it is transmitted is in excess of 350 miles or 500 kilometres. As the crow 
flies (and as a radio signal would do) the distance between studio and transmitter is 
less than 3 miles or 5 kilometres. In Cornwall, and for the stations in this case study, 
THE SOURCE FM is in a transmission technology class of its own. 
DIGITAL AUDIO BROADCASTING  
There is one other aspect of the relationship between the FM-transmitted 
signal and its Internet-streamed counterpart, which comes to light in considering the 
part quasi-local radio, in particular, plays in times of crisis or emergency. Listeners 
to a given station, using traditional FM receivers, do not have to depend on mains 
electricity as it is likely that every household or other premises has access to at least 
one battery-powered radio set, particularly if the set in question is an FM receiver. 
As for battery-powered DAB or DAB+ receivers, Martin James, a senior engineer in 
the Technical Division at Ofcom has reminded me that DAB or DAB+ receivers are 
power-hungry to a much greater extent than FM. In a personal conversation on this 
and other DAB-related matters, he went on to explain that DAB receivers must 
digitally process a great deal of data which an analogue FM or AM receiver does not 
need to do. In a digital radio receiver, 12,800 bits per second have to be processed 
and then a digital-to-analogue converter has to send the signal to the speakers. This 
20 
 
problem is not solved by suggesting that mobile telephones, when they are 
universally able to be tuned to radio stations, would be used; James went on to add 
that mobile phones seldom hold a charge for longer than 24 hours with average use. 
If they are subject to heavy use in making calls, accessing the Internet or texting, 
that figure comes down to closer to 14 hours before the ’phone needs re-charging 
(James ibid.)  
Aside from the potential problem with DAB, using a multiplex transmitter9, 
what if a listener to a quasi-local radio station is doing all listening using the Internet-
streamed signal of a favourite station and is doing so using only mains-electricity 
powered computer equipment - or depending on a mobile phone which needs re-
charging using mains power? In the event of a total mains power shutdown in his 
area, the listener would not be able to depend on that form of radio for alerts to any 
impending disaster10.  
At the broadcasting end, the two large, county-wide quasi-local radio stations 
in this study, BBC Radio Cornwall and Pirate FM, have access to stand-by generators 
but this is rarely the case with small Community Radio operations. In this case-
study, of the three stations, only CHBN, housed within the very large Treliske 
Hospital in Truro which has its own emergency power supply, would be able to 
continue broadcasting in the event of a complete power outage in their respective 
locations (Sanders, 2015). The other two Community Radio stations are totally 
dependent upon mains power, as I was able to confirm in personal conversations 
with Matthew Rogers of THE SOURCE FM and Sheila Vanloo of RSAB at the stations, 
during October 2014. 
                                           
 
9  A multiplex (sometimes abbreviated to a “mux” is a transmitter, using FM frequency propagation, to transmit as 
many as 12 discrete signals on one frequency through a process of digitally coding each package of content with its 
own code so that the VHF signal, now merely the carrier is, effectively, split into the digitised, component parts. 
10 Uninterruptable Power Supplies (UPSs) are available for connection to computer equipment, but they are 
expensive and probably beyond the means of most computer users (anything which would offer a reasonable amount 
of emergency power would cost between £500 and £750, according to Comms-express.com). 
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As far as quasi-local radio is concerned, the overall picture is that as 
digitisation advances in all three of the elements or links that make up the radio 
media chain (creation, transmission and consumption) quasi-local radio will, at least 
in the UK, not be left entirely behind, but I address this matter in some detail, later. 
The larger local radio stations have, with few exceptions and none here in Cornwall, 
either willingly adopted DAB or been forced to. When the debate on the introduction 
of DAB was launched, the then Government appeared to be motivated almost 
exclusively by a perceived need to free up FM frequencies between 88 and 108 MHz 
for use by the emergency services (Hansard, 1996).  Any urgency attaching to that 
argument now seems to have been forgotten, as one hears nothing on that subject 
from either the Government, the emergency services or anyone else. The arguments 
in favour of DAB are now centred primarily on the provision of additional choice, 
because the claims made for improved sound quality have not been met (see my 
notes on this, page 27). More recently, there has been some discussion on the cost 
and practically of selling off FM-band frequencies to Mobile Phone network operators, 
but the situation in terms of spectrum use and availability is complicated, as Ala-
Fossi sees it,  
the potential problem is not so much losing the FM band for anything 
else from broadcast use - but sort of a domino effect: mobile takes over 
more and more TV spectrum, then TV takes over unused digital radio 
spectrum, and then analogue radio continues to occupy spectrum 
originally intended for digital radio. Even the Norwegian style "switch-
off" of FM does not release any spectrum as local radio remains on FM. 
Summa summarum: taking FM band for other than radio use is still not 
very likely because of FM radio high global popularity and even growing 
analogue radio use of the FM band in the large Asian markets (Ala-
Fossi, e-mail, 2016). 
 
Ofcom has introduced regulatory procedures which give Commercial Radio 
operators a choice to make when their licences come up for renewal as they do every 
seven years (Ofcom 2014). As Ofcom has confirmed, if the holder of an FM licence 
wishes to avoid a competitive bid for a soon-to-expire licence, open to any entity 
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which wishes to compete, the incumbent must agree to accept and employ a DAB 
licence as well, either to simulcast the FM content or create a new and different 
service on DAB. A DAB licence, issued by Ofcom, furthermore, is not free, and the 
fees then payable to the operators of multiplexes differ according to coverage and 
commercially sensitive negotiation, with details not available to the public. The quid 
pro quo is that the incumbent is guaranteed renewal of the FM licence without a 
competitive bid (Ofcom, 2015). This arrangement is not universally welcome, as 
evidenced by a letter to the then Minister for Broadcasting signed by 15 senior radio 
executives, in which, among several other misgivings concerning DAB, they point to 
what they describe as the injustice of the forced link between FM and DAB (Letter to 
Minister Vaizey, 2014). 
DAB AND COMMUNITY RADIO  
No such prescriptive regulation yet applies to Community Radio, but during 
2014 and 2015, Ofcom has driven experimental activity to see how low-power, hyper-
local DAB transmission would work at a cost that would put DAB within the reach 
of already cash-strapped Community Radio stations. Given that Community Radio 
stations - certainly those under scrutiny in this case study - now use a combination 
of FM and Internet streaming, the addition of DAB might seem somewhat 
extravagant. However, if the Government presses ahead in its determination to move 
all broadcast radio to DAB and forces the switch-off of FM, as the most recent 
pronouncement from the then Minister in charge would appear to indicate (Vaizey, 
2015) then Community Radio will at some point have to find a way to move itself 
towards digital transmission. I suspect that it will not move quietly nor very quickly 
for the reasons to which I have referred in the paragraph above (page 17) and those 
given by Ala-Fossi elsewhere in this chapter (page 21). 
As for the BBC, licence renewal for its “local” stations is not an issue in this 
context, given that these stations, from a legislatory and regulatory point of view, fall 
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under the BBC Charter. The Corporation has nevertheless enthusiastically embraced 
DAB for all of its services and has created digital-only stations Radio 1Xtra, Radio 
4Extra, Radio 5 Live Sports Extra and Radio 6 Music (BBC, 2015). 
RADIO AS TELEVISION? 
The complications and variations in terms of radio do not end there. For 
example, Pirate FM in Cornwall recently released figures to indicate that its “daily 
video news” had achieved one million views (Pirate FM website, 2015) and this takes 
us even closer to radio-as-TV. “Views”, it should be noted, are not the same thing as 
“viewers”, because the duplication factor has to be taken into account - the same 
person could be viewing this channel several times, over a given period, which would 
obviously produce different gross numbers for views as against viewers. How a “local” 
radio station, which emphasizes its Cornish credentials, enhances its localness in a 
county with a population of 500,000 by claiming one million “views” which could 
have been logged as coming from anywhere in the world, is another matter. Whether 
or not a feeling of local belongingness can be sustained from a distance, comes into 
consideration when I later interrogate notions of community, locality and localness 
in the context of quasi-local radio.  
However, this Pirate FM example also raises the question (beyond the remit of 
this study) as to how a radio station, or a radio company in this instance, can now 
launch what is a de facto TV station through the back door, albeit IP only. This in 
turn raises broader issues as to the position of Ofcom as the regulator of non-BBC 
broadcasting in Britain11; with the Internet now a virtual or quasi “broadcasting” 
                                           
 
11 With the BBC’s Charter due for renewal by the end of 2016, and with some media commentators and members 
of the Government expressing doubt as to the fitness of the BBC Trust as the regulator of BBC TV and radio, there 
is the possibility that Ofcom could be given regulatory control over the BBC. This remains to be seen when the 
Government publishes the draft for the renewal of the Charter - or indeed, whether the Trust, as a separate body 
from a regulatory one might be replaced by some other form of corporate governance, as suggested in the Government 
White Paper published in May 2016. Note: This was the case at the time of writing. The new Charter has been 
promulgated as is effective as from 1st January 2017. 
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medium12, (pace Hallett, see page 24, footnote 12) it must be open to debate as to 
how far legislation, either British, European or other, will be able to go in attempting 
to give effective licensing and regulatory powers to Ofcom and its counterparts in 
other countries. However, it is presumably not beyond possibility that a government, 
determined to exercise regulatory control over the Internet, could find a way to 
introduce legislation to achieve such an aim. The Chinese authorities have no 
problem either technically, politically, or ethnographically in censoring, shutting 
down or drastically curtailing Internet sites, and are now introducing rules whereby 
government-imposed censorship standards for the press, TV and radio will be applied 
to the Internet as well (Qin, 2016). In democratic societies such as the UK, the 
popularity of or, as is more likely, the opposition to, such moves among users, and 
among content-providers, would militate against anything that seems heavy-handed.  
DAB AND QUASI-LOCAL RADIO 
To return to the question of Digital Audio Broadcasting, and here I include all 
forms of digital audio transmission, most small, quasi-local radio has so far escaped 
the complications engendered by the “dash to digital”, because very few of the 234 
Community Radio stations in the UK can afford, or appear to wish to employ, ether-
borne digital transmission technologies. The larger quasi-local commercial stations, 
at least partly because they do not have much choice in the matter (see page 45), 
have taken up DAB. Several, including Pirate FM in Cornwall, aside from a partial 
simulcasting of the main and original FM signal, have now launched new DAB-only 
stations: In the case of Pirate FM, that includes Pirate 2, Pirate Oldies, and Njoy 
Radio Cornwall. The BBC on the other hand have confined their quasi-local 
                                           
 
12 On the other hand, Hallett says, “Despite its various advantages and benefits for broadcasters, whatever else it 
may be, the Internet is most definitely not a broadcast medium, that is to say, it is not a one-to-many medium, free 
at the point of consumption” (Hallett, 2011, p 44). That seems beyond question, and perhaps my use of “virtuality” 
or “quasi-” qualifiers would not alter his opinion, but Ofcom, on the other hand, regulates a great many more 
communications media than TV and radio and there would be no insuperable legislative problem in bringing quasi-
broadcasting aspects of the Internet under its control if the political will were there. 
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involvement with DAB to simulcasting their “local” FM stations, such as BBC Radio 
Cornwall, leaving the national services to bring new digital-only stations to the 
county’s populace.  
But there is a different problem which the regulator and indeed the British 
Government needs to address. The digital audio system now known as DAB in the 
UK (somewhat confusingly, as not all digital audio broadcasting systems are called 
DAB) was known as Eureka 147 when it was developed in Germany in the 1980s but 
it was joined by other digital audio broadcast technologies not long thereafter (Gandy, 
2003). In a pertinent example from the past, in the late 1970s and the 1980s, there 
was a “format war” between Betamax, VHS and a handful of other mutually 
incompatible versions of video recording aimed at the TV consumer. As Wielage 
reminds us, VHS eventually won that war (Wielage et al, 2003). In an echo of the TV 
recorder battles, Eureka 147 (to distinguish it from other DAB systems) is still far 
from alone in the race to establish a universal standard for digital audio 
broadcasting. Hilmes and Loviglio have noted that DAB/Eureka has been joined by 
DAB+, by DRM, IBOC, HD Radio, and by Sirius and XM satellite systems (Hilmes 
and Loviglio, 2013). Beyond those enumerated by Hilmes and Loviglio, there are also 
DMB, SDR, DSB, IDSB-T, Mode I for Band III, Earth, Mode II for L-Band, Earth and 
satellite, Mode III for frequencies below 3 GHz, Earth and satellite, Mode IV for L-
Band, Earth and satellite (Various sources). In mid-2016, the battle for technical 
supremacy in digital radio and the creation of something approaching an industry 
standard has scarcely begun, and in Europe, both the European Broadcasting Union 
and the International Telecommunications Union are keeping watchful eyes on 
developments as they affect the radio consumer. At the same time, as Starkey asks,  
is it realistic to suggest that the rest of Europe will ever go digital? I 
remember being told by our French colleagues at a meeting in Paris 
that Radio France was testing services using DMB, but they couldn't 
tell me how much a receiver was, nor where I could buy one (Starkey, 
e-mail, 2016). 
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THE POTENTIAL DAB PROBLEM FOR LISTENERS 
On the subject of receivers, this is where the problem in British terms really 
shows itself. According to Burrage 16,870,000 DAB/FM compatible radio receivers 
were sold to the public in Britain between the launch of DAB in 1995 and 2015.  The 
average retail price of an FM/DAB radio set over the period 1995-2015 was £55.00 
and this would mean an accumulated capital spend of £927,850,000 (e-mail from 
Leslie Burrage, Chairman of Roberts Radio, 23rd November 2015.) I stress DAB/FM 
to make it clear that this did not include any DAB+ compatibility.  
It is apparent that DAB is far from perfect as a system, with several 
shortcomings as evidenced by any number of comments and complaints on websites, 
blogs, and letters to newspapers13. It is in the process of being superseded by DAB+ 
in the UK. However, at the transmitter end of the chain, changing from DAB to DAB+ 
is a relatively minor matter, as it requires, according to Martin James of Ofcom, in a 
further telephone conversation, a relatively simple re-engineering or recoding of 
existing DAB multiplexes. At the other end of the chain, where the signals must be 
decoded for the listener, matters are far from simple. James reminds us that a DAB 
receiver will not receive DAB+ signals. This poses the question as to what will happen 
if or when DAB+ is accepted as the universal digital transmission standard (at least 
in Europe including the UK, but see Starkey op.cit) and what more than 16 million 
consumers who now possess FM and DAB-only sets will do with them other than use 
the FM component - but with the British Government now regularly talking about 
switching off FM altogether, this might be a very short term option.  
As if this matter is not complicated enough, there remains the issue of the 
relationship between DAB (and DAB+) and the VHF frequency bands where radio is 
located. The historical and present relationship between FM propagation and DAB is 
                                           
 
13 Green on his radio blog; Reid in her Times column, to name just two. I refer in greater detail to Reid’s comments 
later in this document (See page 38) 
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not straightforward. As set out in the FAT (Frequency Allocation Table) by Ofcom in 
2013, a Very High Frequency (VHF) band allocated to and currently in use for 
Frequency Modulation (FM) broadcast radio in the UK lies between 88 and 108MHz14 
(Ofcom 2013). In that band, utilising analogue technology, one frequency carries one 
signal or station. But that is not the only VHF band available for use, because 
between 178 and 220MHz lies a higher-frequency VHF band, also allocated to the 
UK, where digitisation of radio signals takes place, and where any one VHF frequency 
is engineered, using digital code, to carry up to twelve different signals. The two 
abovementioned sections of the VHF band are separate, and closing down the lower 
FM section (88-108MHz) does not imply closing down the use of all VHF radio. This 
makes the original argument in favour of a full switchover to DAB all the more 
difficult to understand, because, at the time, it was, as I have indicated earlier, 
claimed that the lower end of the spectrum was badly needed by the emergency 
services, and that broadcast radio had to move to some other place. That quasi-
political argument seems to have been discounted now, and the case, in this context, 
being made for DAB turns on (a) increased choice of stations and (b) the (currently 
remote) possibility of selling off FM frequencies to mobile phone operators, with 
attendant consequences as Ala-Fossi has pointed out (Ala-Fossi, op.cit). 
DAB AND AUDIO QUALITY  
As to the quality-of-sound argument, there is no consensus, as Green among 
many other commentators on radio have claimed, because improved audio quality 
has not been universally delivered (Green, 2012). My own experiment in this 
connection appears to confirm the fact that no significantly better audio quality is 
delivered by DAB as against FM (See below). As Starkey suggests in an e-mail to me 
on 17th April 2016,  
                                           
 
14 MHz is the standard abbreviation for Megahertz 
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Perhaps the audio-quality argument for DAB was always a red herring, 
as only during very quiet passages of, for example, piano solos on either 
Radio 3 or Classic FM can analogue hiss be heard on FM but be 
pleasingly absent on DAB. The tendency of commercial stations to 
broadcast on DAB with low bit rates for reasons of bandwidth 
economies does also mean that the sampled digital sound is of a 
technically - if not necessarily audibly - inferior quality. Further, mono 
and not stereo DAB transmission output has become the norm in that 
context, which does not help to make the ‘quality’ case for DAB. 
 
On the subject of sound quality, I conducted an experiment on Wednesday 
12th June 2014 between 10.00 am and 11.00 am to test the claims being made by 
those who have led the “dash to digital”, that the quality of sound coming from a 
DAB receiver is purer and better overall than is the case for one which is FM-only. 
Details on the design, structure, conducting and outcomes of this experiment are to 
be found in Appendices 1, 2, 3 and 4 to this document. In summary, the findings 
indicate that ordinary listeners, in a controlled environment, but one which 
replicated, as nearly as practical, standard “at home” listening, did not to any extent 
that endorses the claims made for DAB audio quality, find any difference between 
FM and DAB. 
The relevance to this research project of this experiment and its outcome is to 
be found in considering the present and future relationship between DAB and 
Community Radio in particular. Clearly, the issue of the provision of greater choice 
of stations does not arise with Community Radio unless and until a regulatory 
change takes place to allow multiple (possibly even competitive) Community Radio 
stations to cover the same areas. One supposes that it is not entirely out of the 
question that in the fullness of time, Community Radio stations competing for the 
same local community audience could be possible, but at the moment, particularly 
in rural areas, the rule, by any reading of the Community Radio Order, is one 
community (however described), one station. 
Whereas multiplicity of Community Radio stations might be possible in large 
metropolitan conurbations, and to some extent this is already true of London, it is 
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less easily conceivable in the more rural areas such as Cornwall. The greater-choice 
offer of DAB for Community Radio is, I therefore suggest, of far less relevance than 
the possibility of better reception and better sound quality than is currently offered 
by FM. However, the experiment I conducted and explain below would appear to 
indicate that, seen from the viewpoint of listeners, offering DAB to them on the basis 
of improved audio quality would not be greeted with much enthusiasm where existing 
Community Radio stations are already providing the service on FM.  
Where DAB offers an otherwise unserved community the opportunity to hear 
its own Community Radio station, where no FM frequency service is available and 
the operators are not interested in launching an Internet-only station, it is at least 
arguable that stand-alone DAB could be seen as a possible extension to Community 
Radio as a whole.  
As to the argument in favour of increased choice of stations, there is no doubt 
that several more radio stations are now available to listeners, given the much more 
efficient use of the VHF frequencies used for the propagation of DAB. 
There is one other factor which might influence the debate on the possible 
closedown of FM radio in the UK. Because DAB has to carry a great deal of electronic 
data (over 12,000 kilobits per second) it is power-hungry at both transmission and 
reception ends of the process, and this makes it more expensive to run than FM 
(James, op.cit). That said, Ofcom, together with local engineers and academics in 
Brighton, for example, has been testing low-power and therefore cheaper digital 
transmitters (DAB and DAB+) and some operators of UK Community Radio stations 
(none in Cornwall) are now expressing some enthusiasm for DAB, where they were 
reticent about doing so not long ago. But even if such DAB experiments have been 
declared successful, in Brighton for example, (Ofcom 2013)15 there remain the 
                                           
 
15 Since 2013, further experiments have been carried out in other areas, and have been declared successful. 
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inescapable disciplines of the marketplace and of consumer preferences. If, no matter 
how skilfully low-power, hyper-local DAB is engineered, it is not seen to offer clear 
advantages over FM either for the listener or for the broadcasters, hyper-local DAB 
is unlikely to be in much demand. As Hallett suggests,  
In the eyes of the general public, the peripheral advantages offered, 
including additional channel capacity and enhanced radio-text etc., are 
more than outweighed by the disadvantages, which include the cost of 
replacement receivers, patchy reception and typical received audio 
quality which is not perceptibly better than that which is achieved via 
existing FM stereo broadcasts (Hallett, 2011 p 41).  
 
Although Hallett was writing in 2011, and five years have passed since then, 
there is little evidence to suggest that his views have been overtaken by events.  
As things stand, British-based radio set manufacturers (Roberts Radio and 
Pure, among others) now find themselves having to produce sets which will receive 
AM, FM, DAB and DAB+. Further, there is no way that anyone can currently know 
whether perhaps DRM16, might emerge as the European standard - and the possible 
effect on both manufacturers and consumers, if that happens, is therefore 
unquantifiable.  
On the subject of DRM, it would seem that only stations with truly 
international coverage ambitions would opt for DRM transmissions - if and where 
listeners have access to such technology - while, as Starkey reminds us, state-run 
international broadcasters have been turning off short wave transmissions altogether 
rather than exploiting the potential of DRM for better-quality long-distance 
broadcasting (Starkey 2011, p 14).  As James Cridland, on behalf of a colleague at 
the BBC indicates, the BBC World Service began trialling DRM a few years ago, as 
did several other European and North American broadcasters, but the results were 
                                           
 
16 DRM is Digital Radio Mondiale, currently under developmental experiment. 
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not sufficiently conclusive to see the adoption of DRM on any large scale (Cridland, 
referring to “Tom”, 2009). 
There is, of course no guarantee that the UK would automatically follow a 
European-standard DAB system, not least because, as figures from the European 
Broadcasting Union indicate, the penetration and use of DAB is a great deal higher 
in the UK than anywhere else in Europe, and there are already many more DAB 
receivers in use in the UK than elsewhere (EBU, 2016). Whatever happens in 
mainland Europe, the UK may adopt a go-it-alone policy with regard to DAB/DAB+. 
It may, as Starkey suggests, and to which I referred earlier, simply not be realistic to 
suggest that the rest of Europe will ever go digital (Starkey, op.cit). 
Nonetheless, in this context, quasi-local radio will not be immune from 
changes or improvements to broadcast technology, whether or not that includes a 
DAB future. However, given that the whole picture is somewhat blurred, there also 
exists the possibility, however far into the future, according to James, that while 
high-power FM transmissions will be switched off (James, op.cit) what is known as 
LPFM (Low Power FM) might not be, and this could mean that geographically hyper-
local services such as Community Radio stations might not need to be too concerned 
about a digital future. Again, Hallett is helpful on this point, suggesting,  
it is likely that individual Community Radio services will take a 
nuanced approach to the delivery of their output, selecting appropriate 
technologies, on a case by case basis, according to their specific 
coverage and content delivery requirements (Hallett, 2011, ibid p 46). 
 
Burrage of Roberts Radio, in a personal conversation, indicated that the 
manufacturers of radio receivers will, for some time to come, continue to make their 
products FM-compatible, whatever DAB system might eventually be adopted as the 
UK standard.  
In some cases, the operators of Community Radio have expressed their 
enthusiasm for DAB/+ in terms of “expanding the area served by (our) station”. In a 
32 
 
report in “Radio Today” in 2016, a new DAB multiplex was brought into service to 
cover Crawley, Newhaven, Heathfield and the Sussex Weald, north of Shoreham. The 
same is true of a recently-awarded DAB Community Radio licence “for Southport” in 
Lancashire. This station is licensed and intended editorially for Southport, even 
though the coverage it enjoys on a local DAB multiplex involves a much larger area 
than that one town (Ofcom, 2016). How this serves the general concept of coherent 
community service is not clear if the potential audience is made geographically larger, 
nor does it appear to place much importance on the creation of social gain as required 
by, and defined in, the Community Radio Order of 2004 and the licences which stem 
from that.17 There is, equally, no evidence to suggest that giving a Community Radio 
station a larger area and, possibly, an increased potential audience, makes for any 
increased commercial opportunity by making advertising easier to sell, unless and 
until such a station moves out of the Community Radio milieu and its operators 
apply for and succeed in obtaining a full Commercial Radio licence, as happened in 
central Scotland in 2003.18  But given that Ofcom have now made it clear that they 
are no longer going to award licences for FM Commercial Radio (Ofcom, op.cit) there 
remains the possibility that some Community Radio stations, by slowly - or even 
quite suddenly - increasing their coverage areas, will become de facto Commercial 
Radio stations. In order for this to happen, however, de facto transmogrification 
would have to be accompanied by regulatory de jure changes, to make it possible for 
any such station to escape its social gain commitments and the restrictions upon the 
amount of commercial revenue it may attract. On the other hand, UK Community 
                                           
 
17 The Community Radio Order 2004 made an attempt at defining “social gain” for the purposes of this legislative 
instrument, but succeeded only to the extent that it offered empirical examples of how social gain may be created or 
achieved by a Community Radio station. (Community Radio Order, Section 2[3]). Social gain and the creation of 
social capital are described by Bourdieu and Coleman. Bourdieu defines social capital as "the aggregate of the actual 
or potential resources which are linked to possession of a durable network of more or less institutionalized 
relationships of mutual acquaintance and recognition” (Bourdieu, 1979). Putting it slightly differently, 
Coleman defined social capital as “anything that facilitates individual or collective action, generated by networks of 
relationships, reciprocity, trust, and social norms” (Coleman, 1988, introduction). 
18 Would-be operators of a Community Radio in the Stirling area came to the conclusion that they could not keep 
such a station alive, and became part of a group to form Central FM, a licensed Commercial Radio station. 
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Radio is still a relatively new field, and if the recent history of consolidation in the 
Commercial Radio sector, allowed by Ofcom, is any guide, Community Radio may 
find, in due time, that all restrictions upon its modus operandi are lifted or at least 
reduced. In this context, it may be noted that while FM-licensed Community Radio 
stations are obliged to comply with social gain obligations, no similar conditions are 
included the licences for DSP Community Radio stations (see footnote 54 for 
definitions of DSPS licences, which apply to DAB-only Community Radio stations, 
and Digital Additional Sound [DAS] licences). 
DIGITISATION AND CREATIVITY IN RADIO 
The creative or programming production side of radio presents a rather 
different picture and somewhat less controversy. That digitisation has penetrated to 
the most basic level of radio production is beyond dispute. Every one of the quasi-
local radio stations in this study, as I can attest from my own observation and 
conversations with the station managers, now boasts at least some digitised 
production equipment in the studios, including computer-driven playout systems,19 
digital mixing desks, recording equipment and access to the Internet, the latter being 
considered an essential tool in any radio station for the gathering of information of 
all kinds, sometimes for inclusion in live broadcasts.  
In a nice irony, intricate technical arrangements have to be made in order for 
what is a partly digitised studio output to be converted to fully analogue, to be sent 
to non-digital (analogue) FM transmitters while at the same time sending the output 
to the digitised world of the Internet and, where appropriate, DAB or DAB+ 
transmitters. Then, at the receiving end, the sound has to be converted back into 
analogue, because our ears are not digital devices, as Shapton makes clear:  
                                           
 
19 A playout system is usually a computerised program, of which there are many proprietary brands, which can 
hold all of the recorded content designed and eventually destined for use by the station’s presenters, and where any 
given element can be selected and positioned for sequential output. It has to be said that semi-automated playout 
systems existed before digitisation, but they were often clumsy and unreliable. 
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Our ears are analogue devices. So are all our other senses. And so are the 
phenomena that our senses sense. When we sing, for example, that's analogue. 
For a sound to be a sound, it has to be analogue. You can, of course, use sound 
to carry digital information (modems spring to mind), but the sound used to 
carry the digital data - and this also applies to two people verbally exchanging 
telephone numbers - remains resolutely analogue. [So] the totally digital signal 
path from creation to user perception is, unfortunately, impossible. Impossible, 
and irrelevant (Shapton, 2016, first page). 
 
But none of the technological production technology has any impact upon the 
inescapable fact that the content of any programming item must come from the 
creative process that involves the human mind. There are those who might disagree 
and follow the theories of Hawking (robotic artificial intelligence will eventually be 
capable of just about anything including idea-creation) (Cellan-Jones on Hawking, 
2014) or Turing (exhibiting intelligent behaviour equivalent to, or indistinguishable 
from, that of a human) (Turing, 1950) but the vast majority of the content-component 
of all media for the foreseeable future will surely be driven by human creativity. 
However, it is now possible, using a digital application called SIRI and provided that 
one has an Apple iPhone, to have what comes quite close to being a conversation 
with a computer, at least in terms of asking questions and receiving responses. It 
does not seem beyond the bounds of possibility to suggest that, given time, radio 
companies, especially those whose output is mostly music, anxious to dispense with 
expensive presenters, will be able to hand over all voice-links to a computer - 
including the use of artificial, computer-generated voices. Computer-controlled, 
automated links between content items, and station identification announcements 
are already in ubiquitous use, but they are pre-voiced and recorded by station or 
radio production-house staff. 
Indeed, if a computer can be programmed to make a fully random selection of 
music tracks, or a random selection but flagged by genre, artist, era, etc., then 
perhaps this does constitute a form of creativity. But perhaps, too, this would be an 
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argument too far, even though a great many radio stations, when they switch to 
automated output overnight, employ this method.  
SIZE MATTERS IN RADIO  
Between national or regional radio stations on one hand, and quasi-local radio 
on the other, differences in size are measured by staff numbers, or by the size and 
number of studios and offices, and as Lister et al explain, size difference can and 
often does create differences in programming (Lister et al, 2009). A large national 
station such as BBC Radio 3 has the ability and the budget to record (and/or 
broadcast live) a full symphony orchestra, while, as Matthew Rogers, station manager 
of THE SOURCE FM demonstrated, the maximum that a small Community station 
such as THE SOURCE FM can manage in its small studios would probably be a band 
or group of no more than three or four people. However, once the collected and mixed 
sound is channelled via the final output to the transmitter/s, the differences in scale 
of input vanish. At the listening end of the process, one pair of human ears can hear 
the large symphony orchestra and the small band with equal facility. And if the BBC, 
for example, were to sell to THE SOURCE FM the right to broadcast a symphony as 
recorded, the latter would have no difficulty in transmitting it.  
Digitisation has made a difference, however, to programming input within 
radio stations of all sizes and in virtually any location enabling anyone with a mobile 
phone to capture any form of sound and to send that sound to a radio station of 
choice either directly through a cellular network or via an Internet connection. While 
outside broadcasts or OBs (meaning from outside the studios) have been a regular 
part of radio’s output for decades, these OBs have tended to involve studio-quality 
equipment moved about in large vehicles, mainly because the producers seemed to 
believe that listeners placed sound quality on an equal footing with content. Cox, in 
a Radio 4 broadcast, addresses this question by looking at the technology of sound-
compression and its effect upon overall quality for the listener, and concludes that 
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purity of sound for the listener is now secondary to content (Cox, 2016). As landline 
telephone interviews and reports became ubiquitous, and purity of sound becomes 
less important than content, the way is clear for the explosion in listener-generated 
material when audio signals from mobile ’phones, often barely intelligible, are played 
out through studio mixing desks. The quality of sound emerging from a radio set 
speaker/s can never be better than what was input to the transmitter from the point 
of origin. However, from listening to interviews where the presenter is in a soundproof 
studio, using a high-quality microphone while the interviewee is using a mobile 
phone, surrounded by noisy, heavy traffic but saying important or interesting things, 
it seems that content, even in this digital age, will continue to be one of the reasons 
why listeners continue to tune into their favourite radio stations. But even here, the 
situation is perhaps not as clear-cut as Gates once suggested, when he coined the 
phrase “content is king” in an essay written in 1996 (Gates, 1996)20. On the other 
hand, those who listen to classical music will tend not to be satisfied with poor audio 
quality, while my own experience in working for a radio station21 which broadcast on 
short-wave and (at night only) on medium wave, reminds me that new pop music 
tracks were extremely popular and attracted large audiences even when the sound 
quality was very poor (Grierson, 2008).  
Quasi-local radio has enthusiastically embraced the use of mobile phones 
used by listeners to call in stories or comments but, as the research analysis in Part 
Two, Chapter 4 indicates, and as the Community Radio station managers confirm, 
there is a clear difference between Community Radio and county-wide stations. While 
                                           
 
20 Gates is seldom credited with the full quotation. He actually said “content is king; context is everything”. This 
does not detract from the message; rather, it strengthens it. It has also been noted that Gates “borrowed” the first 
part of the quote from Sumner Redstone, in 1994. 
21 The station in question was LM Radio which had its studios and transmitters in Lourenço Marques (now Maputo) 
in Mozambique and which was audible, but in some places only just audible, throughout southern Africa. That 
station was the first in southern Africa to broadcast the music of The Beatles, for example, and despite the low 
quality of reception, was held to be responsible, according to David Fine, then Chairman of Trutone Records in 
Johannesburg, for the large numbers of 45rpm records sold throughout the area (David Fine, personal conversations 
1972). 
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the reasons are not clear, BBC Radio Cornwall and Pirate FM continue to generate 
audience participation, with the use of mobile ’phones clearly discernible, in contrast 
to Community Radio where listeners appear to be reluctant to participate in 
programming at a distance and unless they are in-studio guests. Presenters on all 
three Community Radio stations in this study have told me that they make persistent 
efforts to encourage listeners to call in to the stations, but with very little success. 
The station managers at all three of the Community Radio stations confirm this 
reluctance (Rogers, Vanloo and Sanders, 2015). However, a different but possibly 
uncharitable explanation for this reluctance could simply be put down to lack of 
listeners. Another explanation is that listeners are content with just listening, as 
opposed to feeling compelled to contribute to the content themselves. The Brechtian 
hope (See page 78) that radio - all radio - would become a two-way medium did not 
take that all-too-human preference into account.  
One could contrast the desire of some Community Radio managers to expand 
their areas and reach greater audiences, with the approach taken by Matthew 
Rogers, Station Manager at THE SOURCE FM. He told me, in a personal conversation 
at the station in January 2015, that, “the raison d’etre of this station as I see it is to 
provide the wherewithal for those who want to use radio to reach out. I am vaguely 
interested in how many people they reach, but only vaguely. Audience numbers are 
for those who depend on them for their living. We don’t” (Rogers, 2015).  
THE DIGITAL LISTENER 
The third link in the chain of radio broadcasting is the “digital” listener - and 
in this study, the listener to quasi-local radio.  
Ofcom provides industry-wide figures (Ofcom, 2015) as to what apparatus is 
used for radio listening, and there is nothing to indicate that listeners in Cornwall 
behave any differently from others who make up the national listening population. 
That said, there is evidence to suggest that in more remote areas and those where 
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there is a high level of both geographical and ethnographic containment, such as 
Cornwall, and which are served by radio either hyper-quasi-local or not, listenership 
can be disproportionately higher than might be expected. The experience of Manx 
Radio is an example, where measurement of audiences demonstrated a reach into 
the Manx populace of 80% in 1965 and has never dropped below 70% since then 
(Winterbottom, 2004; Manx Radio Archives, 2016).   
For the moment, and building on what I have learned from radio set 
manufacturers, I will concentrate on the traditional radio set. This has changed 
insofar as it could now, to be DAB and DAB+ capable, but is still much the same in 
looks, size and sound to what was available before DAB and DAB+ receivers arrived. 
These, however, are considerably more expensive than those that can only receive 
FM, or FM and AM signals - and there are still a great many of such sets being bought 
(Radio Industries Federation, 2015).22 While the cheapest DAB radio set in the UK 
now costs +-£20, FM/AM sets can be purchased for £5 or less. According to Ofcom, 
the average number of radio receivers in a typical British household is 4.5 (Ofcom, 
op.cit). The replacement cost to that household if all FM-only sets have to be replaced 
with DAB would be somewhere between £90 and £2,000 depending on preference, 
level of disposable income and affordability.  
CHOICE OR OVERKILL? 
On the matter of choice, however, there is, I suggest, a need for research into 
what, exactly, this means. Choice could result in a noticeably greater incidence of 
station-hopping23 or that listeners “taste” what is, with DAB/+, a greater number of 
                                           
 
22 Times journalist Melanie Reid recently wrote in her column on 18th April 2016, “Feeling deliciously subversive, I 
bought another analogue transistor radio the other day. Oh, the double pleasure- firstly in the product itself: 
ridiculously cheap, neat, simple. With immediate response, crisp sound, sharp reception, endless battery life. A 
pocket-sized passport to unlimited worlds, a million voices. Secondly, pleasure in the thrill of defiance. Because in 
persisting with FM radio I am thumbing my nose at the combined might of the government, the BBC and the 
manufacturing industry. Who have spent that last decade and a bit desperately trying to con us into giving up 
analogue” (Reid, Times, 18 April 2016) 
23 This term is probably self-explanatory, but is used as shorthand to indicate the action of a given listener (or TV 
viewer) who constantly re-tunes the receiver to different stations in an apparent attempt to find something that 
captures or peaks interest or pleasure. This is also known as “channel-hopping”.  
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available stations, until they settle on one which suits them, according to age, social 
status and time-availability, and do not, thereafter, change, either with any 
regularity, or at all. If a listener already has a favourite station24, and audience 
research by RAJAR 25 tends to confirm that this is the case for the vast majority of 
listeners (Examples from RAJAR Q’s 3 2010, 2011, 2012, 2013, 2014, 2015) and that 
the favoured status has been established on FM, the availability of that station on 
DAB would not appear to support the concept of choice beyond one trial.  
If on the other hand, a listener is not very strongly attached to a favourite FM 
station, and is made aware that there are many more to choose from, with the advent 
of DAB, the exercise of choice looks more meaningful. Nevertheless, where choice is 
observed as a matter of choosing between A and A-but-slightly-better on one hand, 
and a choice between A, B, C, or D on the other, then, as Simon points out, as do 
Tversky and Kahneman, the exercise of rational choice becomes easier to see or at 
least explain because the differences are clear (Simon, 1955; Tversky and Kahneman, 
1984). But at that point the listener, having exercised rational choice to move to a 
new station which then becomes a new favourite, there is a strong likelihood, 
applying Tversky and Kahneman’s logic, that, unless he is an inveterate channel-
hopper, having made a new choice, he will stay with it.   
DAB AND THE FUTURE 
Having expressed my doubts about DAB, I must, to do justice to the debate, 
also take into account what is being claimed for DAB by those who are committed to 
digital radio and its future - and in some cases have a good deal riding on it, having 
                                           
 
24 Favourite radio station is not necessarily the same as favourite source of music, in today’s multi-platform digital 
world, even if the vast preponderance of radio is music-based. 
25 RAJAR (Radio Joint Audience Research) measures audiences to BBC and Commercial Radio in the UK for those 
stations which are subscribers and which pay for the service. Of relevance to this project, Community Radio stations 
do not subscribe to RAJAR, mainly as a result of the cost, which is considered by operators of Community Radio to 
be prohibitive. In brief, RAJAR measures reach (how many people are listening) and share of audience (the amount 
of time listeners devote to listening to measures stations. Measurement is carried out on a quarterly basis, using the 
“personal diary” method. For a full description of RAJAR and its modus operandi, see http://www.rajar.co.uk/where 
current and historical audience figures for BBC Radio Cornwall and Pirate FM can be accessed.    
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given something more than a decade of time and effort to it. I have three organisations 
in mind; Ofcom, the BBC and DigitalUK. 
Towards the end of 2015, Ofcom, using the then most recent RAJAR 
quantitative audience research, indicated that 40% of all UK listening takes place 
using DAB radio (Ofcom, op.cit; RAJAR op.cit). The trend over the preceding two years 
(2014 and 2015) has shown that DAB listening grew from 37% (RAJAR, ibid) showing 
an overall increase of 3% over that period. Given that DAB has been available since 
test transmissions were started by the BBC in 1990 (BBC, 2016) with a public launch 
in September 1995, it could be argued that a 40% figure does not represent a major 
success over a period of 20 years, even allowing for the fact that DAB receivers were, 
initially, hard to find, and expensive. Of interest in this context is the recent but re-
stated announcement from the Government that a national switch-over to DAB (with 
a concomitant switch-off of FM) will not take place until 50% of all radio listening is 
through the medium of DAB, and 75% of the entire UK is covered by DAB signals 
(Vaizey, op.cit). I have been unable to establish from any sources, the rationale behind 
the 50% figure, and it leaves unanswered the question as to what happens to the 
balancing 50% who will, by then, still not be DAB listeners, and/or not be in 
possession of a digitally compatible receiver. The implication would seem to be that 
the government expects almost everyone to have DAB radio sets, even if only 50% of 
them are actually in use. The consequences for small local radio could be serious. 
RADIO AS A PLATFORM-NEUTRAL MEDIUM 
Listening to radio in this digital age, however, is not confined to the use of 
traditional radio sets, no matter how sophisticated. Radio is now also available 
through TV, using… 
1. Freeview   
2. Sky  
3. YouView 
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4. Freesat 
5. Cable connection  
And aside from TV … 
6. iPhones or Android devices 
7. Any computer, whether in the form of a desktop, laptop, notepad, iPod, 
or tablet, whether portable or not  
8. Radio-compatible wristwatches (notwithstanding the poor sound 
quality from very small speakers) 
9. In-car radio. In this context, a good deal of publicity has been generated 
by the supporters of DAB to the effect that an increasing number of 
new motor vehicles (80% is claimed) are now being fitted with DAB radio 
receivers (DigitalRadio, 2016). However, there are still problems 
reported by in-car listeners who find that reception varies to the point 
where a given station selected by the driver or passenger can disappear 
completely if the vehicle moves over any distance, until the receiver can 
find the station again (Ofcom, op.cit).  It seems that, in contrast, in-car 
FM receivers have much less difficulty hunting for and finding FM 
signals as geography and frequencies change. No reliable figures are 
yet available, but one must wonder how many of all vehicles on the road 
by, say, 2020 will be able to tune to DAB. Focusing on new vehicles 
only, does not tell the full story. 
It has to be noted in the context of the above list that, while all of the above platforms 
are digital, not all digitally-delivered radio is terrestrial DAB. Several of the platforms 
named above are Internet or Satellite based, and these are not always DAB as 
characterised in this discussion.  
But the relationship between DAB and the means by which it is received by 
listeners goes beyond even the list suggested above. According to Burrus it will not 
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be long before the very concept of a piece of apparatus dedicated solely to the 
provision of radio sound will be seen as outdated, and unnecessary. The “Internet of 
things” as it is becoming known, will mean that any item of household or business 
apparatus could include tuneable circuitry and speakers - refrigerators, cookers, 
cupboards, bed-heads, showers, golf-bags, desks …  almost anything, all controllable 
from a smart-phone, and from anywhere. All of this will have been made possible by 
digitisation (Burrus, 2015). Beyond, lies the availability, which cannot be far away, 
of portable units which are multi-chip enabled, so that instruments now described 
as “mobile phones” will have to be called something else, as they will almost certainly 
be capable of both receiving and sending even more communication data than is the 
case now. Mouth-to-ear telephone communication will almost be an optional extra. 
The only characteristic of portable communications devices which limits 
development at present is the size and therefore the quality of the speakers, and not 
everyone wishes to use headphones, high-definition or not.  
However, one aspect remains to be kept under review, viz., that if - or even 
when - radio transmission is fully taken over by digital apparatus through the 
Internet or whatever the Internet may become, there will be no need for ether-borne 
transmission, be that terrestrial or satellite, and both FM and DAB (using whatever 
world- or national-standard system) will be redundant. Ether-borne transmission, 
using “sending” apparatus of any kind is expensive to build and run, and not, for 
that reason, very environmentally friendly.  
All that said, and to return to the context of this project, I would suggest that 
the relatively low-tech milieu in which small local radio operates, to the extent that 
while other tiers of radio might change beyond recognition, Community Radio is 
likely to remain, for some time, the relatively simple one-to-many medium, 
dependent upon low entry-level and low operational costs, that is it now. 
LOCALISATION AND HYPER-LOCALITY THROUGH CONTENT 
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With the pace and variety of technological change subject to conjecture, and with 
the eyes of small local radio managements firmly on costs, I can imagine that quasi-local 
radio will be relying increasingly on geographically coherent, community-relevant, hyper-
local content to create its localness. Limitation of coverage by power-restricting 
transmitters could soon be a thing of the past. On the other hand, perhaps new 
developments in the field of audio connection between content producers and consumers 
(i.e., radio) will simply be a matter of moving bandwidth and/or spectrum scarcity to 
somewhere else, thus shifting the problem without solving it, as Ala-Fossi has suggested 
(Ala-Fossi, op.cit.) For the immediate future, however, the relationship between 
transmitter power and the concomitant geographical re-usability of frequencies where 
Very Low Power FM and DAB transmitter technologies are used, would seem to suggest 
that we are still a long way from seeing the disappearance of terrestrially broadcast 
technology for hyper-local radio. The most compelling argument for caution lies in the fact 
that, as Ala-Fossi suggests, the bulk of the listening population, worldwide, is still using, 
and will continue to use “traditional” radio receivers of one kind or another, for a long time 
to come (Ala-Fossi, ibid). Thus, content, not coverage is likely to be the defining factor in 
considering what localisation of radio really means. 
A CAUTIONARY NOTE ON I.P. RADIO 
There is a further note of caution to be sounded, as does Cornell. 
the more people listen to streaming, the more it costs, but broadcast radio’s 
costs are fixed no matter how many people listen. The high cost of streaming 
audio is becoming a burden for the BBC”. '... The more people listen to 
streaming, the more it costs … but broadcast radio’s costs are fixed no matter 
how many people listen. The BBC spent £30 million in 2012/13 on online 
distribution. This is more than the total costs of free to air radio and TV annual 
combined in previous years, before streaming and the iPlayer were introduced. 
The report makes interesting reading for those who think online radio can 
replace free to air broadcasting any time soon’.  
(Cornell, ABU26 Digital Broadcasting Symposium March 2014, introduction). 
 
                                           
 
26 The ABU is the Asia-Pacific Broadcasting Union 
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That all three Community Radio stations are all using digital technology to 
stream their output through the Internet is a separate issue, and does not affect the 
views of the station managers as regards their primary, FM, method of programme 
dissemination. 
A PERSONAL APPROACH TO DAB? DAB AND INCREASED LISTENER CHOICE 
 
Finally, I should perhaps make it clear again, that while I appear, in this 
chapter, to be less than enthusiastic about DAB, this is not based on a personal 
opinion. Having weighed the evidence both in favour of, and against, digital audio 
broadcasting I am concerned that in the UK, the “dash for digital” as it has become 
known, has been undertaken, as Green has pointed out, with a haste which may 
have unintended and unfortunate consequences for listeners to radio, notably those 
who are left without access either to FM or DAB+ (Green, 2014).  
With regard to evidence of my uncertainty as to the improvement in perceived 
audio quality offered by DAB, I conducted an experiment which, to my satisfaction 
and within statistical norms of significance and reliable repeatability, throws doubt 
on the claims that DAB is perceived by the ordinary listener as of higher quality and 
clarity than FM. Details as to how the experiment was carried out are to be found in 
Appendix 1 to this document, and should be read in conjunction with Appendices 2, 
3, and 4. 
As for Internet radio, Feenberg and Bakardjieva claim that society was, for 
some time after its launch, dealing with the relatively new Internet as “an unfinished 
and flexible technology, still far from stabilisation and maturity” (Feenberg and 
Bakardjieva (2004, p 3). That the Internet has now become more stable and mature 
is beyond doubt as Ryan points out when he asserts that it has “revolutionized 
political campaigns; [….] enfranchised a new online population of assertive, niche 
consumers; and how the dot-com bust taught smarter firms to capitalize on the 
power of digital artisans” (Ryan 2010, intro p x).  
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Nevertheless, as Hallett puts it, in connection with the future of Community 
Radio in this context, 
as the technologies used to deliver Community Radio outputs develop 
over the coming years, already there is no doubt that the days of single 
platform analogue broadcasting have effectively gone forever (Hallett, 
2011, p 46). 
 
I can only agree with Hallett on this point. But it seems to me that “gone 
forever” is probably more applicable to first-and second tier radio in the UK, and 
somewhat at variance with the more likely scenario suggested by Ala-Fossi when he 
predicts that hyper-local radio will be using low-power FM for a long time to come. 
How long “a long time” turns out to be, can only be a matter for speculation, but it 
must at least be possible, if not probable, that in terms of the immediate future (ten 
years at least) terrestrial, DAB radio in one or other form will suit national 
broadcasters who could dispense with FM altogether, while local and hyper-local 
broadcasters will stay with FM, as has been the case in Norway (Ala-Fossi, 2016 
op.cit, e-mail). In the UK, given the number of UK FM frequencies occupied by 
national broadcasting stations27, this would have the effect of freeing a great deal of 
FM spectrum for use by local and hyper-local operations - provided only that the 
manufacturers of radio receivers are content to continue manufacturing receivers 
which are FM and DAB+ capable.  
GOVERNMENT-DRIVEN COMPULSION? 
A discussion on the relationship between radio and the digitisation of signal 
dissemination would not be complete without reference to the matter of government-
driven, politically-motivated compulsion. If there were pressing and unarguable 
reasons for shutting down the FM radio broadcast band as soon as possible, no-one 
would blame the Government for forcing a full migration to DAB in one form or 
                                           
 
27 BBC national radio services on FM occupy all of the spectrum between 88 and 95MHz. within the entire FM 
radio spectrum located between 88 and 108MHz.  Allowing for some variations in Scotland and elsewhere, that 
means the BBC national radio stations occupy approaching 40% of the FM radio spectrum. (BBC, 2016). 
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another. But there are no such reasons, and no such urgency, and while DAB may 
be attractive to some radio station or radio network operators, it seems likely that 
many others, especially but not exclusively in the Community Radio sector, will see 
no advantage in DAB over FM and should not be forced to adopt DAB where it does 
not suit them. As with radio sets/receivers, this ought perhaps to be an issue for the 
market to decide, without government or regulatory coercion. 
BACK-CASTING VS FORECASTING 
According to Raskin of the Global Scenario Group28, electronics engineers and 
others are involved in back-casting, a planning process whereby they consider where 
they want to be in certain technical areas, and work backwards from there to the 
present to see what practical steps might need to be taken to reach the intended goal 
(Raskin et al, 2002). Radio or radio-like media are by no means excluded from this 
approach. 
Whatever the technological future of quasi-local radio, it is the meaning and 
effects of localness, the essential constituent of localisation, and the relationship 
between localness and community that are the subjects of the next two chapters.  
  
                                           
 
28 According to their website (September 2016) The Global Scenario Group “was founded in 1995 as an independent, 
international and interdisciplinary body to examine world prospects and ways of fostering a more sustainable and 
equitable future”. Further, the website says, “The Tellus Institute, along with the Stockholm Environment Institute, 
convened the influential Global Scenario Group in 1995 as an international and interdisciplinary body to examine 
alternative futures and the requirements for a transition to sustainability. GSG's work continues on an expanded 
scale through the Tellus Institute's Great Transition Initiative, a network of several hundred scholars and activists”. 
(http://www.gsg.org/gsgintro.html). 
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 PART ONE  
 
 CHAPTER 2 
 
 LITERATURE REVIEW: LOCALITY/ LOCALNESS  
  
 
This project concerns itself with local manifestations of all three tiers of radio 
in the UK, but focuses on geographically circumscribed examples of each, in the 
county of Cornwall. To recap: Radio Cornwall represents the public service tier; Pirate 
FM the Commercial tier; and the three other stations, the Community tier.  
“LOCAL” AS A PROBLEMATIC NOTION  
Broadcast radio services other than those which are national in coverage are 
described as “local”, formally in legislatory and regulatory instruments as for 
example, in the BBC Charter, 2006; in BBC Local Radio Service Licences, 2013; in 
The Sound Broadcasting Act, 1972; and in the Community Radio Order, 2004. BBC 
Radio Cornwall and Pirate FM describe themselves as “local”, less formally but 
equally forcefully, in their own promotional literature and in on-air own-promotion 
announcements. Further, the managements of both BBC Radio Cornwall and Pirate 
FM, as is clear from interviews with, and statements from, them, detailed in Part 
Two, Chapter 1, page 143, consider that their respective stations are local, in the 
sense that they claim Cornwall as a local area. For Community Radio, localness is 
taken as read and understood by all concerned, given that this tier of radio goes one 
step further and ties locality to small, geographically circumscribed community.  
However, as Hallett29 points out, citing Buckley,  
each station is inevitably "shaped by its environment and the distinct 
culture, history and reality of the community it serves" (Buckley et al., 
                                           
 
29 Dr Lawrie Hallett is a Senior Lecturer in Radio at the University of Bedfordshire. I cite him extensively in this 
thesis not only as a result of his current academic position, but because he was, at one time, an executive at Ofcom. 
He says, in his personal profile “my responsibilities were in broadcast radio, primarily the non-profit Community 
Radio sector and with particular responsibilities related to the development of digital radio in the UK”.  His views 
and comments are seminal to any discussion on Community Radio. As will have been noted, he has also been cited 
and referred to in Part One, Chapter 1 on Radio in the Digital Age, as a key writer on this subject. 
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2008: p 207). Put another way, there is no such thing as a typical 
community radio service (Hallett, 2011, op.cit, p 40) 
 
Buckley uses the term “serves” to denote something like “attending to the 
needs of” the populace within reach of the transmitters, but “service” is a charged 
value term of itself and perhaps needs refining in this context. Here, again, the term 
is in common use throughout broadcasting. It can be found in legislation, regulation 
and other documentation, just as are “local”, “community” and indeed “broadcast”. I 
feel that it serves no special purpose in this project to over-analyse the etymological 
or semantic roots of such words, as doing so will only muddy waters which, given 
the dynamism of radio and its ever-changing technologies, are, in certain places, 
already opaque. I will use “serve” in Buckley’s sense of the word. 
Radio localness, or Local Radio in this context seems to have force as a 
justifiable description primarily to the extent that it seeks to distinguish itself from 
national radio services. However, given that the three Community Radio stations in 
this study also call upon localness in describing the nature of their programming 
output, this raises the question of the meaning of localness as a concept and its 
relevance in considering the question posed by this research project. Where localness 
is a requirement of the law, and the respective station managements claim to be 
complying with it, this project, as a case study, looks at the extent to which the 
content of programming reflects that compliance.  
RADIO LOCALNESS - A BRIEF HISTORY 
History provides at least some pointers as to how these terms came to be so 
freely used. When the BBC decided to launch what became known as its local 
stations in 1963, the term was pressed into service in order to distinguish these 
stations from the national services, because the new services were at best regional 
or large-city-based and they still are. The stations’ names are good indicators and 
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although there have been some changes to areas served and to station names30, the 
overall picture is clear enough (Linfoot, 2011, p 152). These are big stations, serving 
big areas, and the extent to which they should be described with any accuracy as 
local, is discussed later in this chapter. 
Commercial Radio started its life in Britain as “Independent Local Radio” or 
ILR when it came into being in 1973 (Stoller, 2011). The stations were described as 
independent to distinguish them from the BBC (i.e., independent of the BBC) and 
local because that term had already, thanks to the BBC, passed into common use to 
describe stations which were not national (Wray, 2012). Independent actually meant 
“commercial” and local meant whatever the new operators of ILR stations wished it 
to mean in identifying their stations with the areas in which they operated and, 
roughly, the coverage area of their transmitters.31 In some cases, in order to establish 
their soi-disant local identities, station names or call-signs were lifted directly from 
the towns, cities or geographical areas and features served by the stations (Radio 
Oxford, Swansea Sound, Radio Trent, Radio Tees and so on). Since the consolidation 
of ILR stations, with most ILR stations now owned and operated by one or other large 
Radio companies (Global plc, Bauer Media Group, for example) many of those local 
or regional names are disappearing as the stations are absorbed into networked 
services such as Magic, Heart and Absolute. As Starkey has put it,  
If localness in radio is still and is to remain important, preserving and 
stimulating it may ultimately depend entirely on the will of legislators 
and regulators to sustain it. (Starkey, at ECREA: ‘Radio Evolution: 
technology, contents, audiences’ - Conference, 2011, p 178). 
 
As he suggests, very little of what was once ILR is now either “live or local” 
(Starkey, 2011, op.cit). The gradual fading away of localness as Starkey uses the term 
                                           
 
30 For example, BBC Radio London was rebranded as BBC London 94.9 and then reverted to its original name in 
2011. BBC Dorset FM, BBC Radio Durham, BBC Southern Counties Radio, and BBC Thames Valley FM all 
disappeared when they were merged with other geographically adjacent stations at various times. 
31 Those areas became known as TSAs (Total Survey Areas) in order to create a link between the ILR stations and 
their ability to sell advertising based on surveyed and thereby measured “local” audiences. 
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is clear enough, but what he means by stations not being “live” is more complicated, 
and he makes an important connection between localness and distinctiveness.  
Starkey, in concluding his paper “Live and local no more” says,  
Distinctiveness may be expensive compared to the relative cheapness 
of generic imaging and content, but the preservation of heritage - both 
cultural and radiophonic - may yet be worth considerable effort and 
expenditure as well as political will. For some local listening 
communities, being live and local may prove to be a cultural lifeline as 
well as a guarantor of local debate and democracy - and one they should 
not have to be without (Starkey, 2011 p 178). 
 
Live transmission in broadcasting terms means that a given programme or 
time-segment is leaving the point of origin (usually a studio) and going directly to the 
transmitting apparatus and thence to receivers without any intervening time delay 
occasioned by pre-recording taking place. I do not believe that this is what Starkey 
means in this context by “not live.” Substitute “lively” for “live” and Starkey’s meaning 
becomes much more clear. It is something of an irony that, in the case of stations 
where the programming consists very largely of music, very little of that musical 
output is live. It is played out from pre-recordings using CDs or, increasingly these 
days, from very large computer-stored catalogues or music banks.  
THE VARIABILITY OF LOCALNESS AS A TERM 
As a general observation, and as I suggested earlier, the idea of localness in 
radio seems to mean, within certain bounds, whatever the user of the term wishes it 
to mean. When Apple launched its “Beats1” quasi-radio32 music service in 2015, it 
made much of what it claimed was the localisation of the speech content by having 
“local” British voices and accents introduce music tracks for those accessing the 
                                           
 
32 I use “quasi-radio” because the content and delivery mechanism of this Internet-only service is not meaningfully 
different from other Internet music services such as Spotify, Grooveshark, Amazon Prime and many others - about 
thirty altogether, with at least ten at the time of writing (October 2016), being described as “global.” With the 
exception of Beats1, and as far as can be discovered, these are music-only in content, and there is some question 
as to whether such services qualify as “radio” merely on the basis of their technical means of dissemination from 
one fixed source to many potential listeners. I question whether or not a service, however disseminated, which 
outputs music and no speech at all, legitimately - or even terminologically - is properly describable as “radio” or 
whether it is merely “radio-like, quasi-radio”. This also raises the question as to whether, for a service to be “radio” 
it needs to be disseminated by broadcast technology. Using an iPod, for example, whether for self-selected music or 
podcasts may or may not be radio in the strict sense. 
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service anywhere in the UK, while the USA version (with the same music output) was 
to be linked by “local” American presenters (Apple, Press release, 2015). That service 
is not merely national, but international. If an English county the size of Cornwall 
can be described as a local area, and the concept of localness can be stretched to 
include entire countries or even continents as Apple appears to be doing, then “local” 
starts to lose any specificity of meaning.  
However, it seems that there is little of value to be gained in this project by 
drawing attention to the abuse at worst, or at best, the vagueness, of terminology 
when “local” in the lexicon of radio has passed into common usage to describe 
anything from a small, geographically confined FM station to one where the coverage 
whether by Radio Frequency or Internet Protocol33 is national or even international. 
Politicians, regulators and broadcasters who use the term “local” are pragmatists, 
aware to the point of intuition that they have to deal with the world of the media 
(radio in this case) as they find it, and they are not semantic philosophers or 
etymologists. Not even Parliamentary draughtsmen, whose job, one is entitled to 
assume, requires the avoidance of ambiguity in drawing up legislation are immune 
from the loose use of “local”, as I have indicated above in referring to statutes which 
govern the licensing and operation of radio. Hallett, discussing Community Radio, is 
again helpful on this point, when he says, 
A key problem for the Community Radio sector is that the various 
proposals put forward by European policy makers, have tended to focus 
predominantly on the requirements of the commercial and PSB sectors, 
thereby leaving Community Radio broadcasters on the periphery with 
a variety of resultant problems and risks for the future (Hallett, 2012, 
op.cit, p 41). 
 
Nevertheless, the meaning and contextual relevance of locale, localness, and 
locality are important in considering the ways in which “local” radio goes about the 
                                           
 
33 I distinguish when necessary, between radio dissemination technology which is centred on the use of radio 
frequencies or RF (short-wave, medium wave, long wave, VHF) and that which uses internet protocols (IP).  
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business of attachment to specified territories. Those descriptors are not fully 
interchangeable, but are sufficiently close in etymological and terminological form for 
any one of them to be pressed into service in considering the state of local radio in my 
area of study. All of the terms have their root in the Latin “locus” meaning place, but 
that takes us no further in explaining the relationship between community and 
locality, which I will address later. In particular, I have found it helpful to consider 
what constitutes a place and what influence is exercised by the identification of place 
in the context of a community or communities served by radio which considers itself 
local. The interconnectedness between place and space is demonstrated by the 
dictionary definition and etymology, below. I have deliberately cited this entry from the 
OED in full to demonstrate the extent to which the concepts of space, place and by 
extension, locale/local/localness/locality are subject to interpretation: 
Place (n.) c.1200, "space, dimensional extent, room, area," from 
Old French place "place, spot" (12c.) and directly from Medieval Latin 
placea "place, spot," from Latin platea "courtyard, open space; broad 
way, avenue," from Greek plateia (hodos) "broad (way)," fem. of platys 
"broad" (see plaice). Replaced Old English stow and stede. From mid-
13c. as "particular part of space, extent, definite location, spot, site;" 
from early 14c. as "position or place occupied by custom, etc.; position 
on some social scale;" from late 14c. as "inhabited place, town, 
country," also "place on the surface of something, portion of something, 
part," also, "office, post." Meaning "group of houses in a town" is from 
1580s (OED, 2016, on-line version). 
 
Perhaps another good and salutary starting point, because it sounds a useful 
warning, is this, from Holloway and Hubbard: 
[...] it is extremely difficult, if not impossible, to suggest that 
there is one approach (or even combination of approaches) that best 
enables human geographers to make sense of the relationship between 
people and place. If anything, what we have learned here is that nothing 
in human geography that can be taken for granted, with uniform, 
'common-sense' notions of what we mean by even basic terms like 
'people' and 'place' actually dissolving in the face of vigorous debates 
about the type of relationships that exist between society and space, 
social structure and human agency or nature and culture (Holloway 
and Hubbard, 2001, p 234). 
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LOCALNESS, SPACE AND NAMING OF PLACE  
Debate there may be, and with that debate comes a concomitant degree of 
uncertainty, but there are other writers, such as Landry, who contend that locality 
is specific, definable and closely linked to place. He asserts that quality of life is 
strongly tied to place in environmental terms and by personal, subjective connections 
to a location (Landry, 2000). The thrust of his argument is that attachment to place 
can be seen as a manifestation of focussing value by those who habitually occupy 
that place; it is much more than merely an environment. He goes on to consider the 
idea that attachment to place provides meaning and is a fundamental human need 
when people are involved in the shaping of places, and by extension, in the shaping 
of services, such as local radio, to the inhabitants thereof. 
A space, according to Lovell does not become a place until it is given a name 
(Lovell, 1998), or at the very least, perhaps, in taking the idea further, an identifying 
numerical position on an Ordinance Survey map. This is made more complex when 
taking satellite navigation based on the Global Positioning System into account, given 
that every place on the Earth’s surface can be given a “locus” and even a name, albeit 
expressed as a series of numbers as coordinates. However, it is possibly stretching 
the idea of “name” to include geographical coordinates and nothing else, for a “place”. 
Actual names have always been important to radio stations, as geographical 
markers, but this is for the most part a European protocol. In the USA and Canada, 
all broadcasting stations, TV as well as radio, are identified by call letters (CXYZ, 
WABC, etc.,) while Australia opted for a means of station identification which has 
echoes of the first British radio stations in the 1920s - 2LO, 2GB etc. In Australia 
they are almost all named as 2CN, 2KY etc.  
However, direct “hands-on” human intervention was involved and in the case 
of some spaces which were pre-occupied or only occupied from time to time by 
nomadic aboriginal people, they were not, as a matter of cultural convention, given 
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names until colonised or otherwise claimed by invading groups. In other cases, 
aboriginal names were given to outstanding natural features such as Uluru in 
Australia, which was then named as Ayer’s Rock in 1873 by European colonists34 
and then, in more recent times, returned in 2002 to its original name by the 
Australian Government to form part of Uluru-Kata Tjuta National Park. By contrast, 
large featureless tracts of land in the Australian Outback, unbounded by natural 
borders such as mountains or rivers were spaces, not places, according to Gill 
because the wandering groups of Aboriginals felt no compulsion to name them (Gill, 
2005). Even the colonists, culturally driven to attach names to spaces, were reduced 
to describing such vastnesses as “The Outback” - much as Europeans in Africa use 
“The Bush” or “The Veld”. In the Aboriginal Wagiman language for example, 
“wanggayh-ma”, as Hobson discovered, means “open country” but this, like 
“outback,” is a general descriptor of a space rather than a place-name (Hobson, 2010, 
in Koch et al, 2014).  
As I have suggested earlier, the concepts of place and from there, locality, 
seem to be riven by uncertainties, opinions and interpretations which, perhaps, goes 
a little further to explain why the use of “local” has been adopted to mean anything 
from a small neighbourhood to a country. It seems that, as I discuss in the next 
chapter, just as “community” is an over-vague concept and only made meaningful if 
a qualifier or specifier is attached, so “local” is of little use unless it is linked to a 
clearly described place, with a name. In this context, it is interesting to note that for 
many decades, individuals were named entirely according to their (usually very local) 
“place” - William of Ockham; Jesus of Nazareth. Even today, life-peers of the realm 
in the UK take titles which identify them with specific places. Lord Fraser of 
Corriegarth; Baroness Watkins of Tavistock, etcetera. 
                                           
 
34 On 19 July 1873, the surveyor William Gosse sighted the landmark and named it (for the British colonisers) 
Ayers Rock in honour of the then Chief Secretary of South Australia, Sir Henry Ayers (Redcentre.com.au, 2016) 
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PLACE, LOCALITY, GEOGRAPHY AND CARTOGRAPHY  
But there is, perhaps, a difference or even a disconnect between what people 
think of as a place and what maps or geographical boundaries say it is. As Holloway 
et al point out,  
a major insight of human geography has been to indicate that different 
people may experience the same place in very different ways according 
to their knowledge of that place. As such, the relationship between 
people and place varies according to people's understanding of what 
happens in the place, how it has been designed, what its boundaries 
are and so on (Holloway and Hubbard, 2001, op.cit, p 38). 
 
There might well be, by extension, a disconnect between what a regulator such 
as Ofcom decides is a “local” place and what the people who live there think of as 
their locality in terms of their own space and place. Ofcom, in awarding Community 
Radio licences, specifies, in each case, depending on location and topography, that 
the reach of a Community Radio FM transmitter should not exceed a limited number 
of miles (Community Radio Order 2004).  In the case of Radio St Austell Bay (RSAB) 
in this study for example, the licence specifies a maximum radius of seven miles 
(RSAB licence, 2008; Coverage map, below).  
LOCALISATION, HYPER-LOCALISATION AND REGULATORY INTENT 
The intention is clear; a geographically-quasi-local Community Radio station 
should not expect to serve or even seek to attract an audience beyond a short 
distance away from its transmitter. However, the physical characteristics of an FM 
signal, even at very lower power, are such that it will be often be audible well beyond 
five, or seven, or a dozen miles. But while the furthest reach of an FM signal may be 
a very long way from the transmitter, the straight-line, light-like nature of FM 
propagation (line of sight) means that, as the example map below shows, the signal 
pattern from a given transmitter can be patchy, and there can be shadows or “nulls” 
where the signal does not penetrate at all because hills or large buildings block the 
line of sight. The map, below, of the RSAB Community Radio area, is a good 
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illustration of the patchiness of terrestrially based radio coverage, a problem it shares 
with television. 
 
FIG 3 
RADIO ST AUSTELL BAY (RSAB) – COVERAGE MAP 
(Dark grey indicates full coverage areas, 
with + marking the location of the FM transmitter)  
SOURCE: OFCOM 2007 
 
Limited transmitter power will cause a signal to degrade in direct proportion 
to the square of the distance (Transmission standards for FM sound broadcasting at 
VHF (ITU BS.450. International Telecommunications Union, pp. 4–5). FM signals 
even at low power, will travel considerable distances unless and (see footnote below) 
until interrupted either by a geographical feature (hill, mountain, curvature of the 
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Earth) or by buildings large enough to be an obstruction. Nevertheless, radio waves 
lie within the electromagnetic spectrum, and as such, they behave in terms of 
degradation of strength in much the same way as do light waves. These two forms of 
wave dissemination follow the Inverse Square Law, developed by Coulomb, which 
states that “the amount of electromagnetic energy reaching a given point in a given 
unit of time decreases in proportion to the square of the distance from the source of 
the energy” (Coulomb, 1774). 
 Creating a notional cut-off radius for a Community Radio station is a 
theoretical exercise and, frequently, the actual coverage area bears no more than a 
passing resemblance to what a resident within that radius would consider to be their 
local place-as-home or to the community they would expect to be served by their 
Community Radio station.  
MORE ON THE NEAR-BORDERLESS NATURE OF FM RADIO 
While I have attempted to indicate the respective and relative approximate 
coverage areas of the three Community Radio station in this study (Fig 1) I have 
established through personal experimentation that in the case of THE SOURCE FM 
for example, the station’s FM signal can be clearly heard on both a car radio and a 
small FM radio set, at a distance of some 12 miles from the Penryn-located 
transmitter aerial. The maximum radius of THE SOURCE FM transmitter is 
supposed to be five miles according to its licence conditions (THE SOURCE FM 
licence, 2010). Where the boundaries in terms of locality are actually to be found is 
a matter of contrasting regulatory intent with the laws of physics, and there is, for 
“local” radio, seldom a demonstrable identity between them.35 That, however, is 
where notions of community as qualifiers or identifiers of localness are useful, and 
                                           
 
35 I conducted this test of audibility in order to see how far a Community Radio FM signal would reach beyond the 
immediate and licensed locality, and beyond what would reasonably constitute a small local community. But even 
the lowest power FM signal if uninterrupted by topography or construction, can be heard at distances of up to forty 
miles from a tall radio aerial mast, stopping only where the curvature of the Earth prevents further terrestrial 
penetration.  
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which I address in the following chapter. I go on to suggest that notions of localness 
and concomitant community service by a Community Radio station may well be 
better defined by content-relevance to those who can tune to the signal than by 
physical coverage or other availability such as the Internet.  
NON-PLACES AS PLACES 
Augé, in discussing the phenomenon of what he describes as “non-lieux” or 
non-places in “supermodernity” (Augé, 1995), offers another take on the relevance of 
place or locale. He suggests that supermodern man, while firmly attached to the lieu 
(Fr; place) he calls “home”, much of his life is also lived, or time also spent in such 
places as supermarkets, offices, gyms, banks, restaurants, and much else - all of 
them places, understood as such by everyone - but they are not “his” places, and are 
therefore “non-places.” Perhaps such a notion of purity of place has its uses in a 
closely argued ethnographic examination but the non-places to which Augé refers 
are closely linked to make up the totality of modern local life. He suggests, to take 
the notion further, that “while individuals, however simple we imagine them to be, 
are never quite simple enough to become detached from the order that assigns them 
a position” (Augé, 1995, p 22). 
This must be particularly true in considering intra-local communication such 
as local radio, and even more specifically, Community Radio, from the point of view 
of the places where radio originates and where it is listened to. By “intra-local” I am 
attempting to convey the notion of “within-ness” or, to an extent, homogeneity of a 
given populace, looking inwards to itself. 
The notion of non-place becomes even more apposite when thinking about the 
ubiquity and out-of-place nature of computer games. A game-player is physically 
present, sitting in the flesh at a computer at a given point in space-time but in playing 
a game where he is taken to “places,” no matter how bizarre or other-worldly, he is, 
to apply Augé’s postulation, in a place which is a non-place (Augé, ibid). On the other 
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hand, perhaps one must be careful to distinguish what is a fictional place (as in a 
computer game) from a non-place in Augé’s sense. To use radio as an example, a 
radio station, operating as a quasi-network but being careful to keep that hidden, 
and using “local” names and “local” advertisements, could be held to be generating 
a virtual non-place. Further, one could characterise the use of English-sounding 
names and Internet weather reports, by call-centre operatives in India (“Hello, I’m 
Bobby. Isn’t the weather terrible today?”) as the creation of another form of virtual 
non-place. 
Cresswell, cited in Holloway et al, offers a useful summary of the difficulties 
one encounters in pinning down a usable notion of place:  
[… collapsing and reinventing the dreaded binary between 'real' and 
'imagined' place has proved easier said than done, with the 
consequence that 'place' remains a term defying easy definition, being 
used in a variety of disparate ways (Cresswell, 1999 in Holloway et al, 
2001, p 236). 
 
Hubbard et al argue that such objective, “empirico-physical” views of place 
neglect the importance of place in the creation and maintenance of inter-human 
relations, leaving place as simply a surface upon which human behaviour and social 
interaction can be observed (Hubbard et al. ibid).  
THE “LOCAL”  
There is at least one situation where the use of “local” means exactly what it 
says and requires little if anything by way of qualification or nuancing. In Britain, 
public houses are frequently referred to as “the local”, and those who frequent them 
are equally ubiquitously described as “locals” (Smith, 1983). Exactly which local 
public house is considered to be the local for which group of regular drinkers is a 
matter of empirical observation, and can be made complicated by the fact that some 
customers (“locals”) will, in the course of an evening, for example, move from one 
“local” to another, whether relatively close by or not. What this type of localness does 
to notions of non-place (Augé, op.cit) is, I suggest, either to strengthen them or to 
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dilute them within the generality of concepts of localness, or perhaps it merely serves 
as a further example of the uncertainties inherent in defining localness and locality. 
However, in this example, “the local” does mean what it says and interestingly, does 
not require qualification such as “the local pub” to retain its clarity of meaning. 
“LOCAL” RADIO? 
Radio which associates itself through content and technically limited 
transmission coverage with a narrowly defined, specific and limited geographical 
locality could be legitimately described as “local radio”. But the question remains as 
to whether a regional radio station becomes “local radio” even when the soubriquet 
“local” is applied to stations that are demonstrably regional, covering large areas 
recognised as regions in the OED as: 
Any considerable (my italics) and connected part of a space or surface; 
specifically, a tract of land or sea of considerable (my italics) 
but indefinite extent; a country; a district; in a broad sense, a place 
without special reference to location or extent but viewed as 
an entity for geographical, social or cultural reasons. (OED, online, 
2016, op.cit) 
 
I have left some of the above words underlined, to indicate recognition of the 
fact that each of them calls for a definition. But for the purposes of this project, it is 
the general sense of the word that I seek to establish in testing the justification for 
describing what are regions, as localities - and more to the point, describing regional 
radio stations as “local radio”. However, further definition includes the word “large” 
as in Webster, as follows: “a large and indefinite (my italics) part of the surface of the 
earth; district” (Webster, online, 2016). It seems from either or both of the above 
definitions that regionality depends on a given area being substantially larger than  
a mere locality. 
BUT - REGIONALITY AS LOCALITY? 
The law in England does little to help refine the notion of regionality, even 
when the Town and Country Planning Act of 2008 and The Regional Development 
Agencies Act of 1998 refer to regions of the UK, but do so without any generalised 
61 
 
definition of a region. Arbitrary boundaries are drawn and shown graphically, but 
these are, in both of the above examples, derived more from economic and 
administrative considerations and population juxtapositions than anything that a 
geographer would describe as a natural region.  
While, on the basis of the above definitions and as a result of usage over time, 
it might just be possible to use “local” in referring to a radio station covering a county 
(as is the case with Pirate FM and BBC Radio Cornwall) or even several counties, 
applying “regional” to a Community Radio station such as any of the three in this 
study should set semantic alarms ringing. A region, it seems, can be described as 
being local, but a geographically confined small area cannot be described as a region. 
Whether “local” can have such a wide range of meaning and be applied to areas 
irrespective of their size is a matter for the geographers, and helpful in the context of 
this project only to the extent that it is in such ubiquitous use.  
HELPFUL OR UNHELPFUL NOTIONS OF HOME IN “LOCALNESS” 
It is worth considering the extent to which the concept of “home” plays a part 
in the identification and coalescence of place as locality, not least because “home” is 
one of the factors in defining community-in-place. Morley wrote that,  
heimat,36 the place where you were born, is for every person the centre 
of the world and yet recognizes that the concept is not purely territorial, 
but rather invokes a 'memory of origin' (Morley 2001, p 10) 
 
While Morley might be allowed some literary latitude for the sake of making 
his point, it must take more than birth for the imprinting of “heimat” to take place. I 
cannot be the only one who might say “I happen to have be born in Johannesburg, 
South Africa and Johannesburg is of interest to me because I was born there - but it 
is in no way the ‘centre of the world’ for me”. 
                                           
 
36 “Heimat” is a German word which has no direct English translation, and is frequently used by English-speakers 
and -writers to convey the otherwise absent sense of “home-plus”. 
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But there is a difference between the ideas expressed as “home is where the 
hearth is” and “home is where the heart is.” This is relevant to the relationship 
between home and localness and the extent to which notions of home qualify or 
solidify the understanding of localness. Further, it is relevant the extent to which 
this affects the way in which the local radio stations in this case study actually go 
about serving their audiences either regionally-local or in smaller, confined hyper-
local areas. Hyper-local (From the Greek “hyper”, meaning above or beyond) is 
another term which is passing into wide usage by those who comment on the media 
in particular. At a recent conference in London, several speakers37 referred to “hyper-
local” media to describe newspapers, TV and radio stations which are centred upon 
small, confined geographical areas and small populations. Where it would perhaps 
have been good enough simply to use “local” in the past, that term, as I have argued 
elsewhere, has lost specificity and has to be embellished in order for those who use 
it to make their point. I noted, as a delegate to that conference, that none of the 
speakers felt it necessary to define or even describe what they meant by “hyper-local”. 
They assumed that everyone would know how the term was being applied. 
ROLE OF THE MEDIA 
In thinking of the part played by notions of home, and the role which media 
such as quasi-local radio can play in colouring those notions, refugees don’t escape 
from their circumstances in order to go nowhere. They seek a new “home” and 
usually do so where they can fit into an existing place/locality/community where 
they can find commonality of language, religion, custom and culture - or they make 
strenuous efforts to coalesce around these social markers in order to replicate, if it 
                                           
 
37 Westminster Media Forum Keynote Seminar, 2016: “The UK local media sector - audience growth, partnerships 
and policy priorities”. Among others who spoke were Ashley Highfield of Johnstone Press; Paul Egglestone of 
UCLAN, Kathryn Geels of Digital Engagement Consultant; Dave Harte, Senior Lecturer, Media and 
Communication, Birmingham City University and Editor, bournvillevillage.com;  Martin Head, Director of Content 
and Digital Communities, Corsham Institute and Channel Editor, Corsham TV; Peter Clifton, Editor-in-Chief, Press 
Association Natalie Wood, Head of Audience Extension, Trinity Mirror Solutions  Madhav Chinnappa, Head of 
Strategic Relations, News and Publishers, Google EMEA - all of them at one point or another used the term “hyper-
local” without feeling the need to explain the term to the delegates. 
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is not already there, what they left behind. Lessard-Phillips suggests that immigrant 
groups (refugees or otherwise) can and do develop binary allegiances to both their 
“old home” culture and to their “new home” cultural norms (Lessard-Phillips, 2015). 
However, as has happened in the UK, paradoxically, they appear to wish to 
strengthen the glue that binds them together in their new homes by developing 
inward-looking media such as own-language newspapers and radio stations – 
specifically Community Radio stations such as Awaz, Spice, Kizmat and several 
others, for example, for listeners who associate themselves culturally with the Indian 
Subcontinent. Whether this has either positive or negative implications for multi-
culturalism or assimilation is not relevant to this project, but as reports from Ofcom 
indicate, the fact that individuals from within these and other ethnic populations 
actively appear to seek to strengthen intra-community ties by applying for and being 
awarded Community Radio licences (Ofcom, 2015, op.cit) speaks to the demand for 
such stations and the underlying cultural imperative that drives it. In this context, 
Hallett’s view is important when he points out that, in considering the growth of 
Community Radio in the UK, including language- and culture-specific stations,  
 
The UK broadcast regulator, Ofcom has long since accepted that an 
increase in Community Radio provision on FM could be one outcome 
of any move of larger services to alternative digital platforms, such as 
DAB (Hallett, op.cit), p 45). 
 
In other words, whatever the political imperatives which might be driving 
moves towards DAB, the realities with which Ofcom has to deal in the light of demand 
for Community Radio appears to stand at odds with recent Government 
pronouncements.  
MULTIPLICITY OF ETHNIC STATIONS 
It should not be overlooked, either, that officially licensed FM Community 
Radio stations in the UK do not constitute the totality of Asian-language stations; 
there are at least ten such stations which are Internet-only, according to Dean who 
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has compiled a list of all streamed stations in the UK (Dean, Listenlive.eu, 2015). 
While exact numbers for the UK as a whole are not easy to find, there are also, for 
example, Greek, Turkish, French, Polish and Chinese language stations serving 
those language groups in London alone (Ofcom, 2016). Although I have, in the 
previous paragraph, referred to refugee communities, there are listeners to such 
stations who are far from being refugees. As analysis of the 2011 UK Census shows, 
many UK residents who retain affiliations with countries and cultures elsewhere have 
been, as immigrants, long-established residents of the UK with British-born 
descendants over several generations, but they still maintain strong affiliations with 
their “home” cultures and traditions (UK Census, 2011). Indeed, the overall thrust of 
the analysis by Calhoun of social theory supports the concept of divided loyalties, 
while stressing that division does not automatically mean dilution (Calhoun, 1995). 
Indian Subcontinental British residents, continuing that example, especially 
those with long and deep roots in Britain and full British citizenship, have no 
difficulty in living with divided loyalties. Sport offers an interesting phenomenon: 
when the English cricket team plays against any other country, but not against India 
nor against Pakistan or Bangladesh, British-based Indian Subcontinental cricket 
fans will tend to support England. But when England plays either India, Pakistan or 
Bangladesh, those fans will switch allegiances to their respective “home” country, or 
country of cultural origin. Thus, local loyalties, rather than being “either-or”, become 
“also-and”. Weber, in her study of “Muslim communities” in the UK makes the point 
that loyalties and adherences are multi-faceted and not ubiquitously applicable 
(Weber, 2014). What seems to be emerging in modern approaches to ethnography is 
that the notion of “community” can be an instrument for dealing with cultural 
diversity, whereas “locality” is geographical and could include plurality of cultural 
adherence. Perhaps the now ubiquitous concept of “hyper-locality” constitutes an 
amalgam of the two.  
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But “Home”38 is another concept open to interpretation. In a narrow sense, it 
is, the home (Smith, 1994) as the permanent or even semi-permanent residence of 
an individual or a group, while more widely it is Home. 
FURTHER THOUGHTS ON “HOME” 
Morley cites Hobsbawm who suggests that “home”, in the literal sense, “heim”, 
“chez moi”, is essentially private ... [and] belongs to me and mine and nobody else” 
(Hobsbawm in Morley, 2000, p 4). Interestingly, most Teutonic languages including 
English for the purposes of this illustration, have a word for “home” (German “heim; 
Swedish “hem”, Norwegian and Danish “hjem”, etc); the same is not true for the 
Latinate group, where derivations of “casa”, properly meaning “house” are used in 
conjunction with qualifiers to mean “my house” (casa mia in Italian for example) or 
as in French, “chez moi”, where “chez”, according to the Larousse French dictionary, 
has the same root as “casa” (Larousse, online, 2016). I make this excursion into the 
subtleties of “home” as a socio-ethnographic construct implying the relationship 
between people and (usually) named or numbered identifiable constructions of bricks 
and mortar (or the equivalent) meaning the specific housing structure, the place 
where I live, in order to demonstrate the contrasting and much less location-specific 
meaning and application of “Home” meaning the country, the county, the region or 
even the town, village or hamlet where I and/or my antecedents started life. We are 
now back to “heimat”, and this notion of Home-plus is perhaps best illustrated by 
observing the first conversational exchange between two strangers who meet for the 
first time. Almost inevitably, they will ask each other, “Where are you from?” and the 
question will often be framed as “What part of the world are you from?”  The expected 
answer will most usually be a reference to a country or county, or to a region or a 
town, and certainly to a named “place”.  
                                           
 
38 To distinguish home meaning “where I live” from Home meaning “my ethnographic roots”, I have capitalised the 
latter. 
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Sounding a cautionary note on the subject of “Home away from home” Reitz 
suggests that “one has a more precise idea of heimat the further one is away from it” 
(Reitz in Carter, 1993 p 7). A combination of nostalgia and selective memory, he 
further suggests, plays its part in a form of longing, in the distant ex-pat mind, for a 
place which may well have changed almost beyond recognition. Taking the matter 
further, consider hiraeth, a Welsh word that also has no direct English translation 
but which Roberts attempts to define as “homesickness tinged with grief or sadness 
over the lost or departed. It is a mix of longing, yearning, nostalgia, wistfulness, or 
an earnest desire for the Wales of the past” (Roberts 1865).39 
HOME, MEANING WHAT THE USER DECIDES 
In both Reitz and Roberts above, the “longing for home” does not necessarily 
appear to be linked to any particular locale or specific place. One could, perhaps, 
conclude from that, that trying to pin down localness by reference to home or even 
Home does not take one much further in the search for certainty in the meaning of 
“local” because the concept seems, again, to mean whatever the user wishes it to 
mean. Or, perhaps, looking at it more closely, it means whatever meaning the user, 
as either a conscious or unconscious member of a group, almost subconsciously 
attributes to the term. That, in turn, suggests that the users of terms such as home 
or local are more likely than not to think differently about them depending on where 
they are at the time, and what they are doing. Localness linked to home is one thing, 
but the same person, a commuter over a fairly long distance, for example, could also 
think of localness linked to work-place. That takes us into even muddier water, 
because there does not seem to be any logical, ethnographic or cultural reason for 
assuming that attachment to a given locality is an exclusive notion, especially in the 
                                           
 
39 The Portuguese concept of saudade carries with it a similar connotation, as defined by Priberam Informática, S.A. 
"Significado definição de saudade no Dicionário Priberam da Língua Portuguesa, 2016) 
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context of quasi-local radio. A Community Radio listener living in Falmouth, working 
in Truro, with a holiday cottage on Bodmin Moor would find no difficulty, I suggest, 
in feeling quasi-local connection to THE SOURCE FM, CHBN and NCB Bodmin 
(another Community Radio station) respectively, depending on where he is at the 
time. 
COMMUNITY RADIO BEYOND COMMUNITY 
However, it appears that Community Radio in particular - emphatically so in 
the case of St Austell’s RSAB of the three studied - makes a point of catering for 
Internet listeners well outside the station’s immediate locality as defined by the 
coverage of its FM transmitter. Some of those listeners seem to be inspired to listen 
in order to reconnect with the Cornwall (or even the St Austell) they think of as Home 
whether they themselves or their forebears originated from this county. 
A gloss on this is a phenomenon which now seems to have disappeared. In 
South Africa (Home, for me) for example, a certain class of English-speaking South 
Africans, born and bred in South Africa, living there permanently and never having 
set foot in Europe used to refer to Britain as “Home” and would ask one another such 
questions as “Are you going Home for Christmas?” Absurd though this was, it speaks 
to the strength of the emotional concept of Home among people who, despite several 
generations of permanent attachment to South Africa as native-born South Africans, 
still appeared to think of themselves as displaced colonials - and I use “displaced” in 
this context deliberately to mean “moved away”.  
It occurs to me that while a home can be transitory, and that people move 
house (meaning move home) on a regular basis, as evidenced by census figures from 
the ONS for the UK (ONS, 2011, op.cit), Home is fixed and permanent.  
I suggest nonetheless that Home in this sense stops in terms of size of place 
at “country” as I would doubt that anyone would claim a continent as Home.  
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In the light of the foregoing, the question arises as to what quasi-local radio 
does about this dichotomous interaction between home and Home. In this case 
study, in Cornwall, there is perhaps a special example to be observed, given that, as 
Deacon tell us, a Cornish diaspora developed when many Cornish tin-miners 
emigrated, in the 19th century to places where gold had been discovered (Deacon, 
1993/4).  The techniques for extracting gold from deep-mined ore are very similar to 
those used in extracting tin, so the expertise of tin-miners was highly sought-after. 
Many Cornish names40 are still to be found in and around Johannesburg, also in 
California, in Canada, and in Australia, and wherever gold was mined, as my 
examination of local telephone directories confirmed (Telephone directories of 
Johannesburg [South Africa] Sacramento [California] Toronto [Canada] and Adelaide 
[Australia] 2016]). In more recent times, Cornish families and individuals have 
emigrated for other reasons.  
QUASI-LOCAL RADIO AND LOCALNESS 
The relationship between localness and quasi-local radio is not easily 
encapsulated, as this case study demonstrates. Any attempt to create a general 
definition or even a description which applies to all of the examples in this study 
ends in vague terminology, whether set down in formal instruments such as laws 
and regulations, or less formally articulated by local station licensees and operators.  
Part of the problem, it seems, lies with strength or weakness of the connection 
between locality, localness and place, as argued by Holloway et al as follows,  
The concept of place is central to humanistic understandings of 
geography: human attachment to 'home' is of great significance to the 
relationships between people and 'their' places. 'Place' is to be thought 
of as referring simultaneously to geographical location and social status 
– it is a socio-spatial concept, also implying a relationship with what 
are considered to be 'appropriate' or 'inappropriate' behaviours 
(Holloway and Hubbard, 2001, op.cit p 87). 
                                           
 
40 A scrap of unattributable doggerel has it that “by their Tre-, Pol-, and Pen-, shall ye know your Cornishmen.” 
Not all Cornish names have these prefixes, but they are as immediately identifiable as Cornish as “Mac” would be 
Scottish.  
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IS CORNWALL A PLACE? 
A clear connection between a quasi-local radio station and a named local place 
seems unarguable, such as is the case with the three Community Radio stations in 
this study. Falmouth is a place, as is St Austell, and so is Truro. Referring to 
Cornwall, on the other hand, as a place, is more problematic because it does not 
seem to ring true in comparing the whole county to a small area within that county 
while using the same descriptor for both. On the other hand, there are uncertainties 
that underlie the notion of locality when attempts are made to refine, or define it by 
reference to home, or place or other qualifiers. While it would be semantically 
awkward to call Cornwall a place, it might be less awkward to think of it as “home”. 
In a conversation in March 2014 with Loveday Jenkins, the then Chief Bard of the 
Cornish Gorsedd41 on that subject, she confirmed that she would, and does, think of 
Cornwall as “home” in parallel to the village where she was born and raised. 
Again, the question of localness in UK radio is bedevilled by history. Had the 
BBC and, later, Commercial Radio not decided to use “local” to describe what were 
in effect regional or city-wide stations, perhaps “local radio” would have been a more 
appropriate description of what is now called Community Radio.42 But given that 
three of the stations in this study are described as Community Radio, I feel that this 
project calls for an attempt to discover what “community” is meant to convey, and 
what emerges from considering the relationship between community and locality.  
As I will be discussing in the next chapter, “community” is an even more 
slippery concept to grasp in applying generally, and only slightly less problematic in 
the context of a radio station and its relationship with the listeners it serves or hopes 
to be serving.  
                                           
 
41 The Gorsedd (“gor-seth”) is the body of native Cornishmen and women who are seen and see themselves as the 
custodians of Cornish culture, and their “bards” are poets/songwriters. 
42 In contrast, all broadcast mass-audience radio in the USA, Canada and Australia started life as “local” radio, but 
in no historical documentation was I able to find evidence that they were ever described that way.  
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 PART ONE 
 
 CHAPTER 3 
  
 LITERATURE REVIEW: RADIO IN THE (LOCAL?) COMMUNITY  
 
 
ATTEMPTED DEFINITIONS AND INTERPRETATIONS 
McMillan and Chavis suggest that there are four essential factors which, taken 
together, define “community”. These are, in summary (i) shared emotional 
connection, (ii) membership, (iii) influence/integration and (iv) fulfilment of need 
(McMillan and Chavis, 1986 p 9). While these are necessary in the epistemology of 
community, they are not sufficient and need to be set against, or added to, 
considerations of space/place and location, in the particular context of quasi-local 
Radio’s place in the mediatisation of “community,” however defined.  
This project focuses on two categories of quasi-local radio broadcasting which 
go by the general designations of Local and Community. For that reason, I felt that I 
ought to explore the semantic connections between those terms both as generalised 
descriptors and as specifics applicable to the subject radio stations in this case study  
As I have already noted, these terms have passed into common usage in the 
world of radio but in both cases, they hide a multitude of interpretations and 
nuances. This chapter will focus as tightly as possible on the relationship between 
quasi-local radio and the extent to which the stations in this case study associate 
themselves with identifiably grouped audiences-as-communities and the extent to 
which the closeness or otherwise of that association can be demonstrated. To state 
it another way, this project looks at quasi-local radio in the community and the 
communities of, or in, quasi-local radio.  
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Many philosophers, sociologists and academics in other disciplines have 
attempted to define “community” - too many to cite more than a few in this project 
and still retain relevance to the matter in hand43.  
Without wishing to attempt my own definition of community, I have found it 
helpful to think of a community as a group of individuals44 who or which either have 
or do something in common or both, either at the same time or in the same place or 
both45. A common audience to a given radio station forms a quasi-community in 
time, even though that community does not necessarily exist in a common or shared 
place. Here, the commonality is created by the act of several people doing something 
at the same time. However, a question which has exercised the minds of many of 
those who have taken an analytical approach to community concerns the notion of 
membership as either an active or a passive phenomenon. This is of particular 
importance when considering the extent to which Community Radio stations are 
succeeding in creating (or failing to create) social capital and social gain (Wollebaek, 
and Selle, 2003). They conclude that social gain can be achieved both actively, by 
membership of associations or societies, and passively by simply “being there” as is 
the case with the vast majority of audiences to radio (barring the few who participate 
in phone-in programmes or similar). In this context, a further question which might 
bear investigation, but is beyond the remit of this project, is the relationship between 
the specific creation of social gain and the more general provision of public service. 
                                           
 
43 Among the more relevantly useful of those who have studied and written either directly or indirectly about 
community are the following, whom I have consulted for background, but not all of them have been cited. Anderson, 
2006; Archibald, 1999; Barnard, 2009; Baudrillard, 1984; Colloredo-Mansfeld, 2011; Cox 1998; Fremlin, 2012; 
Habermas, 1991; Rogaly, and Taylor, 2011; Carter,1993; Foucault, 1966; Giddens, 2007; Gordon and Low, 1998; 
Holloway and Hubbard, 2001; Landry, 2000. Where I have cited writers on community, I have indicated those 
citations specifically in the text that follows. All of those I have consulted appear in the bibliography appended to 
this document.  
44 This includes humans and all other animals, the latter of which also form “communities”, hence my avoiding 
the use of “people”. 
45 Common (adj.) c. 1300, "belonging to all, general," from Old French comun "common, general, free, open, public" 
(9c., Modern French commun), from Latin communis "in common, public, shared by all or many; general, not 
specific; familiar, not pretentious," from PIE *ko-moin-i- "held in common," compound adjective formed from *ko- 
"together" + *moi-n-, suffixed form of root “mei- change, exchange" (see mutable), hence literally "shared by all." 
(Webster-Merriam) 
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Just as the use of “local” and “localness” has been addressed in the previous 
chapter in considering BBC Radio Cornwall and Pirate FM, both of which are 
described as “local radio”, the specific use of “community” in Community Radio needs 
examination. That said, much the same discipline applies here as it does to “local” 
in that it has been adopted as a catch-all to describe virtually any form of 
ethnographic commonality of purpose or status from the relatively specific (“village 
community nurse” etc.,) to the meaningless (“the international community”).  
Three stations in this case study being described as “Community” radio, there 
are challenges in establishing, at minimum, what community means, which 
communities are targeted, and how they are defined.  
“Community” Radio presented a new terminological problem for parliamentary 
draughtsmen and the legislators who brought this third tier46 of broadcast radio into 
being. The Community Radio Order of 2004 was a legislative instrument amending 
the Broadcasting Act of 1996, and while the wording struggled to arrive at a catch-
all definition of “community”, it settled for:  
persons who live or undergo education or training in a particular area 
or persons who have one or more interests or characteristics in 
common (Community Radio Order 2004, sections 2 [1] a and b). 
 
That was a brave attempt, and broad enough in its meaning and potential 
application to allow for almost any interpretation, and perhaps that was the intention 
of Parliament in enacting the Order, effectively handing interpretation and 
application to the radio regulator at the time, the Radio Authority, and to its 
successor, Ofcom. 
                                           
 
46 As previously noted, the first tier is Public Service radio, which in the UK, means the BBC. The second is 
Commercial Radio. The third is Community Radio. The purpose of defining these terms again, here, is that these 
descriptors were first used by Ofcom in setting out its interpretation for the implementation of the Community 
Radio Order in 2004. 
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I have found it helpful in researching this aspect of the project to conduct a 
review of some of the other literature which deals with the problem of defining 
community as a general sociological construct, before attempting to tie “community” 
and “radio” together in order to see how that combination plays out in praxis. 
Day, among others who have examined notions of community, expresses the 
view that “community is a highly problematic term, alluring in its promise, but to be 
approached with extreme care” (Day, 2006, p 2). Earlier, Mayo’s opinion was that, 
“[community] seems to describe everything and therefore nothing” (Mayo, 1997, p vi). 
 COMMUNITAS, LIMINALITY AND LOCALITY 
According to Lovell “Community” and “Locality” are not always 
interchangeable (Lovell, 1998) and she cautions that baldly stated notions of 
“community,” unless accompanied by qualifiers such as locality, membership and 
purpose, are too vague to be of use in an academic study. In that context, perhaps 
Sarason is helpful. He concluded that, “sense of community is everywhere, and lack 
of sense of community contributes to human misery” (Sarason, 1974, p 192). 
Community, it seems, is still a vital sociological construct, despite any apparently 
contradictory social phenomena wrought by technology, dispersal and diaspora. That 
technology includes radio, particularly quasi-local radio which has the potential 
either simply to reflect a community back to itself, as a sort of audio mirror, or to 
foster “communitas” as described by Turner. Turner developed “communitas” from 
Van Gennep’s first use of the word “liminality”47 in this context (Van Gennep 1922) 
by suggesting that this term describes the stage experienced by people as they cross 
the threshold from one communal state to another, or from being un-communal into 
a state of communality (Turner 1969).  
                                           
 
47 Liminality, from Latin “limen” meaning threshold and by extension a portal through which people 
who have things in common, pass, as would members of a household, for example. It can also be used 
to describe the process by which people pass over the threshold and by doing so, become members of 
the community already established on the “inside”. 
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Communitas and liminality with their respective nuances of meaning fall 
within a typology which includes a range of terms and definitions all pointing towards 
attempts by sociologists and ethnographers such as Turner and Van Gennep to 
create at least some form of generalisation which would encompass notions of human 
common-ness, togetherness and belonging. The problem they and their colleagues 
faced is that they fell back on arguing from the particular to the general, in that they 
homed in on their particular interpretations of “community” by suggesting examples 
of human action or status which work well enough as examples, but do not catch 
the chimera of community as a general concept. Turner’s concept of “communitas” 
has been criticized as oversimplified and idealized (Eade & Sallnow, 1991), but it is 
its relevance to the relationship between a radio station and a geographically 
identified population with which it identifies itself, that is of importance in this study. 
In that context, it is perhaps right to think of potential listeners to a Community 
Radio station, who have learned of its existence but not yet tuned into it, as 
experiencing liminality on their way to becoming a listening community, while at the 
same time being, severally, members of other communal groups. This points to the 
divisibility of community as a concept, in that membership of one does not preclude 
membership of others, and while a given person may be a member of several different 
communities, each of them is likely to demonstrate different membership profiles. 
This mirrors the idea I suggested in the previous chapter on localness (Part One, 
Chapter 2) where I suggest that localness is a divisible and not an exclusive notion. 
Thus, listeners to a Community Radio station might be considered a community by 
those who manage the station, but those same listeners could well, at various times 
of day or night, also be listeners to a regional or national station. This poses the even 
more tightly challenging question of deciding whether or not a given community 
exists only when its members are acting in concert. If one merely lives/works/sleeps 
within the coverage area of a given quasi-local radio station this does not of itself 
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make one a member of a listening community unless and until one takes the active 
step of tuning to that station and listening to it (or at worst, hearing it). Despite 
McLuhan’s postulate in which he identifies medium with message (McLuhan, op.cit), 
any such medium (of communication) is, surely, neither medium nor message unless 
there is an active connection between producer at one end of the chain and consumer 
as reader, viewer or listener at the other. On the other hand, and although I believe 
that this pushes even McLuhanism too far, it could be argued, for example, that a 
person living within the coverage area of a given Community Radio station such as 
THE SOURCE FM is “a SOURCE FM listener”, or perhaps a potential listener, even 
if no actual listening takes place.  
In terms of a general theoretical approach, Durkheim took a sociological path 
by looking at the division of labour in society and extracting notions of community 
from that study, concluding that as specific types of labour tend to be allocated to 
specific classes or groups of people, this gives rise to a form of communitarianism 
(Durkheim, 1972). Doolittle and MacDonald developed a 40-item Sense of 
Community Scale (SCS) to test commonality of behaviour and attitudes at the 
community or neighbourhood level of social organization. (Doolittle and MacDonald, 
1978).48 
With the dawning of the digital age, mediatised connections between people 
and the spaces they occupy within their own “places” as communities are being 
massively extended, to include “communities of interest” where geographical 
proximity or cohesion is not a defining factor in the identification of community. 
There are precedents for this, expanding the notion of “communitas”. Religious 
orders would, no doubt, think of themselves as communities, while their adherents, 
                                           
 
48 Commentators on the SCS theory such as Postill have concluded that the 40 items identified by Doolittle and 
MacDonald do not go far enough (Postill, 2002) and in the opinion of Hillery, the number needs to be increased to 
at least 55. (Hillery, quoted by Feenberg et al, op cit, 2003). This suggests that attempts to define community might 
be an almost endless task. 
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as would be the case with the Jesuits for example, could be almost anywhere. The 
Roman notion of “civis Romanus” (citizen of Rome, Roman citizen), is another 
example, endowing even distant, conquered peoples with Roman citizenship, rights 
and obligations. With that in mind, one of the questions this research project 
addressed concerns geographical considerations, and whether geography still 
constitutes a key element in quasi-local radio’s connection to community, despite 
emerging communications technologies which, like the Internet, are no respecters of 
boundaries of any kind.  
MEMBERSHIP OF COMMUNITY  
To revert briefly to the matter of defining membership of a community as being 
active or passive, does merely existing in a given location at the same time as others 
constitute membership of a community? Where, Etzioni has asked - and the question 
was asked rhetorically - aside from that adjacency, does commonality play a part if 
those who live there do nothing to contribute to common cause or interact with one 
another? (Etzioni, 2010). Applying the tests suggested by Chavis, Doolitle, Hillery et 
al (op.cit) in order to establish the generality of a community, one is left with the 
thought that, as Sharideh points out, there are, for example, ethnic communities 
within wider communities such as universities and that universities themselves are 
communities, within the even wider population, creating a fluidity and flexibility 
which is more in keeping with ethnographic and social reality (Sharideh, 1998). 
As I suggested earlier, of growing importance in considering what “community” 
is and implies in the context of this study, is the relationship between the Internet 
and quasi-local radio. This needs some examination to establish the extent to which 
listeners are using Internet-streamed output to “tune in” to their local radio stations, 
and whether or not this has the effect of either strengthening communities or 
fragmenting them. There is a danger, which I will seek to avoid, of seeing quasi-local 
radio only through the lens of traditional broadcast and reception technology, when, 
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as an Economist staff reporter suggested, computer-based digitisation of radio 
output and reception has changed and is changing radio as a medium of mass 
communication (Economist, 2014). This resonates with my postulates in Chapter 1 
of this document, in looking at quasi-local radio in the digital age, but does not alter 
the picture as I see it, of the still-vibrant, even if no longer unique, relationship 
between quasi-local radio and traditional radio listening via terrestrially broadcast 
signals and “radio-set” listening. 
The Internet can be used by local people within a “closed” community just as 
viably as connecting with people at great distances (Postill, 2011). Local protest, he 
suggests, is an example, with otherwise un-connected people in a given place or 
locality literally brought together through accessing the Internet. They then, he 
further suggests, become a temporary community of interest as well as a social or 
societal community of living or working people. What Postill perhaps overlooks, is 
that a quasi-local radio station using traditional terrestrial broadcasting technology 
has just as much potential to foment protest and mass demonstration as do Internet-
based social media. However, where such quasi-local stations are operating under 
licences issued by a regulator in terms of what is usually national legislation, the 
likelihood of such stations risking loss of licence by broadcasting deliberately 
subversive messages in contravention of such licences, is vanishingly small. 
Obviously, for so-called “pirate” Community Radio stations, no such restrictions 
apply – “pirate” in this sense meaning those using radio frequencies without 
permission. 
Given the way in which the broadcasting net is seen as a generality and is 
being cast more and more widely, Postill posits that definitions of radio in the 
community start to crumble and overlaps proliferate. Notions of community, he 
suggests, become a “polymorphous folk notion widely used both online and offline 
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but as an analytical concept with an identifiable empirical referent, it is of little use” 
(Postill, ibid, and op.cit, p 416). 
But whatever the effect of digitisation, individuals who initiate action of any 
kind, or who are on the receiving end of such action, do so from and to fixed points 
or places in space-time, and not as disembodied, multi-locational, time-and-space 
traveling phantasms. However, none of this precludes the possibility that individuals 
can and do experience interactive “virtual travel” using the Internet - and can do the 
same, most usually as passive listeners though, through radio, pace Brecht who, as 
I have noted previously, expressed the hope in the 1930s for fully interactive radio. 
He suggested that radio should,  
shift from a means of distribution of contents to a real communication 
tool. It should be able not only to transmit but also to receive, not only 
to let the audience listen to something but also to let the listener speak, 
not only to isolate him, but also to link him to the others. Let the 
listener provide contents to radio (Brecht, 1932, excerpt, p 1). 
 
COMMUNITY AND CLOSE (OR DISTANT) CONNECTION TO PLACE 
However, in this present investigation, I felt that it was nonetheless important 
to test whether the emergence of hyper-quasi-local radio offers the opportunity for 
better and more direct intra-community-communication, to achieve what is called 
“cynefin” in Welsh. This refers to a deeply rooted connection to place, and by 
extension, to community located in place (Snowden, 2010.) 
Where a community, identifiable in this context by using the test of proximity 
of people to one another, is subject to the pressures of nomadism, another test for 
the presence of a permanent community is needed - and this, too has a bearing on 
what “quasi-local” radio comes to mean in such contexts.  
Deleuze and Guattari’s notion of nomadology poses challenges when it comes 
to considering the relationship between place and people, and in the context of this 
project, intra-community communication (Deleuze et al, 1986). “Nomad” with its 
Greek stem “nomas” meaning roaming, roving, wandering to find pastures for flocks 
79 
 
or herds, is related to nomos, “pasture,” and reached English via Middle French 
“nomade” in the 1550’s (OED, online, 2016). Deleuze et al make an interesting 
comparison between pure nomads who follow a flow dictated by the need to move 
ever further from a given point, while transhumants, also moving from place to place, 
do so in a circular pattern, returning again and again to pastures which have had 
time to recover (Deleuze et al, ibid). The common factor, however, is that both types 
are almost constantly on the move and the elements which forge their communality, 
move with them, which poses a question relevant to intra-community 
communication. Whereas a nomadic group of people, existing in a given location at 
the same time (and moving on as a group) probably constitutes a highly interactive 
person-to-person community borne of necessity, the same is probably not true of 
settled groups who merely happen to live in the same place at the same time most of 
the time and where a radio station might reinforce their otherwise loose sense of 
community. However, this raises the question, which I address in more detail in Part 
One, Chapter 4, as to whether a quasi-local radio station is more a beacon than a 
mirror, or neither, or a variable combination of the two. 
Such considerations raise questions, as does Keightley, as to the effect upon 
intra-community communication when social mobility to which I alluded earlier, 
becomes a factor, and people move from place “A” to place “B” even when the places 
in question are not very far apart (Keightley et al, 2014, p 285).  
A new resident of “B” may feel a sense of loss if they now have to tune to a 
new Community Radio station to which they have not yet become accustomed as a 
regular listener. Or perhaps they will, using Bourdieu’s idea of “habitus,” (Bourdieu, 
1990, op.cit) avail themselves, if they have the right equipment, of the Internet 
streamed service from their old locale “A”, either permanently or until they feel more 
thoroughly integrated into the “B” community whereupon they switch their listening 
allegiances to “B”. This might well be the case, because access to radio is “platform-
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neutral” (Goodman, 2008), by which she implies that the output of content from any 
given station is what increasingly dictates its listenership, and not the technical 
means by which listeners acquire that content.  
From the point of view of any study of the media, particularly quasi-local radio, 
the challenge presented by social mobility highlights the apparently loosening 
connection between those providing community-based broadcast content and those 
consuming it, and the effect this might be having on both. This research project 
shines some light on this question but an opportunity exists, in a separate study, to 
investigate the effect of community atomisation or fragmentation as described by 
Parker et al and the effect that these ethno-social phenomena might have on quasi-
local radio in particular (Parker and Gadbois, 2000). 
As I have suggested, merely existing in a given location at the same time as 
others may or may not constitute a community. Aside from that residential or other 
adjacency, the question remains as to whether commonality plays a part in the 
formation of a community if those who live there do nothing to contribute or interact 
with one another on a personal level, even if only irregularly - yet another gloss on the 
question of active or passive community membership. Perhaps the interaction between 
communication on one hand and nomadism and social mobility on the other, offers a 
clue to the new forms of non-place community such as the Internet now seems to be 
creating. There is a new phenomenon which could be described as intellectual or at 
least mental nomadism, where no direct considerations of space/place come into the 
picture. Morley cites Rapport and Dawson: 
there are no longer such traditionally fixed, spatially and temporally 
bounded cultural worlds from which to depart and return, precisely 
because the migration of information, myths, languages, music, 
imagery, cuisine, decor, costume, furnishings, above all, persons [...] 
brings even the most isolated areas into a cosmopolitan global 
framework of socio-cultural interaction (Rapport and Dawson 1998, p 
10 ff). 
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I suggest that this over-states the case, because it fails to take into 
consideration the “also/and”, diverse nature of humanity and inter-human 
communication. The migration to which Rapport and Dawson refer is a truth - but 
it is not the whole truth. While there are, as they suggest, some areas of socio-
cultural interaction through communication where boundaries are blurred or even 
non-existent, humanity will continue to exchange ideas, comments, criticisms and 
much else face to face while, at other times, being part of the “global framework” to 
which the writers refer. 
COMMUNITY AND TECHNOLOGY 
Further considering the relationship between community and technology, it 
can be argued, according to Held, that the World Wide Web and the Internet49 have 
done no more than increase the volume of traffic made possible in Victorian times by 
the invention of the telegraph and the Morse Code (Held, 2000, op.cit). That Internet 
technology has vastly improved the quality and versatility of communication is 
beyond question, in that the Internet makes it possible to exchange visual images as 
well as sound from one side of the world to the other - creating personal, real-time 
contact across continents, or from neighbour to neighbour. But as Held also points 
out, care needs to be taken in assuming that information technology is “the key 
feature of contemporary social order” (Held, 2000 op.cit, p 76). He recalls historically 
important technologies which have made major impacts over time, moving from the 
stone age, through the steam age to the computer age, but warns against 
assumptions that any of them were, or are, responsible for the dominant social and 
cultural characteristics of their respective eras. Feenberg and Barney remind us that 
any “community” model of the Internet has, built into it, what they describe as 
                                           
 
49 The World Wide Web and The Internet are not one and the same. The Internet is a collection of connected 
computers through gateways by which the information that is stored in databases and on servers is transferred from 
one computer to another and the World Wide Web is the software that is used to retrieve the information requested 
by the users (Gerhards et al, 2010).  
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profound ethical implications (Feenberg and Barney, 2004) echoing the earlier 
opinion which he and his colleague Bakardjieva expressed that there is no evidence 
that Internet technology can actually support the creation or maintenance of 
permanent communities (Feenberg and Bakardjieva 2004, p 3).  
Perhaps inadvertently anticipating this line of thought, Dewey felt that 
community-centred democracy was actually being threatened by technology because 
vital public issues were, as long ago as 1937 and long before the Internet, no longer 
being “quasi-local” or “communitised” in essential face-to-face debates and personal 
confrontations in towns or villages (Dewey, 1937). Another side to this particular coin 
is captured in the thought that the mediatisation of community information 
exchange has perhaps meant that quasi-local radio and the Internet have caused 
local gatherings in areas as diverse as cities and villages to be far better attended, 
because they have been more effectively publicised. This certainly seems to have been 
true of Bush Radio in Cape Town, which was held to be very largely responsible for 
the impressive attendance at protest meetings in the black and coloured suburbs of 
Cape Town, as one example (Bosch, 2006). 
WILLIAMS, CULTURE AND TECHNOLOGY 
An important contributor to the debate on culture and the effect of technology 
upon it, is Raymond Williams. Although he has little to say about radio (his focus in 
terms of media technology was on television) his view was that broadcasting can be 
“diagnosed” as he puts it, as a “new and powerful form of social integration and 
control” (Williams, 1978, pp 9-31). This places a gloss on Dewey’s view of technology 
as a threat (Dewey, op.cit), with quasi-local radio not exempt from such 
considerations being, as it is, potentially, a highly influential social medium (See 
above, re Bush Radio, page 82). Williams’ thoughts on, and his definitions of, culture 
are relevant in looking at the relationship between intent expressed, and action taken 
by broadcast media. His second definition of culture which he expresses as “the body 
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of intellectual and imaginative work in which, in a detailed way, human thought and 
experience are variously recorded,” is important (Williams, 1958 p 48). 
Given that he qualifies his idea with “variously” I do not believe that it over-
stretches William’s reference to “recorded” to include live radio, especially given that 
so much of radio’s output is actually pre-recorded - most usually in the form of music 
which is a major component of cultural output in radio in particular. Williams does 
not quantify his definition or qualify it in terms of the degree to which a cultural 
artefact such as radio is either more or less legitimate according to size or reach into 
audiences. Thus, I would suggest that quasi-local radio as characterised in this 
research project would sit quite comfortably in his thinking, where he brings culture 
and technology together - while at the same time being aware that this suggestion 
might be taking the argument too close to cultural determinism, or even determinacy, 
defined by the Merriam-Webster dictionary as “the state of being definitely and 
unequivocally characterized: exactness”, and “the state of being determined or 
necessitated” (Merriam Webster, online, 2016).  
REITHIAN “DELIVERY” OF CULTURE 
Bringing culture and technology together as complementary concepts is one 
thing, but the Reithian50 idea of “delivering culture” as he saw part of the BBC’s 
remit, could be construed as being seriously at odds with the approach developed in 
cultural studies (with Williams as one example). Any interpretation of the work of 
Williams makes it clear that culture is not “delivered”, any more than “community” 
is delivered to the waiting masses. Culture and community are processes which are 
at work through any human interaction, direct or indirect. While it is true that an 
important aspect of this interaction is, to a greater or lesser degree, a shared 
                                           
 
50 John Reith (b 1889, d 1971), first Director General of the BBC from 1927 to 1938. While he is not personally 
credited with designing the BBC motto and coat of arms, he will doubtless have approved its first use in 1927 when 
the BBC was formed as a corporation. The motto, “Nation shall speak peace unto nation” foreshadowed the 
international reach of the modern BBC, but it seems ironic that at the time, all BBC broadcasting was through the 
medium of hyper-local radio. 
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relationship with a valued archive, as Reith might have expressed it, listening to radio 
is something that people do. The technology and the particular forms of its modern 
commodification now allow most of us to do this individually rather than collectively 
(e.g. around the village saucepan radio set, pictured below). This has important 
implications for the processes of communality, particularly but not exclusively in the 
context of radio, where a visible listening community, a physical coming together, 
has been replaced by an invisible quasi-community of those listening at the same 
time, but not physically in the same place.  
 
FIG 4 
One example of a saucepan radio receiver, the Ever Ready Co. GB: Saucepan Special 
J [Radio] which was manufactured for use in Africa and received only short-wave 
radio. Like other examples of the genre, this radio set was specifically designed for 
communal listening, with a large-diameter speaker. 
 
UNCERTAINTY BUT COMMON USAGE 
While I am still uncertain as to the precise meaning of community, and I have 
to agree with both Day and Mayo to whom I referred on page 73 above, where they 
warn of the built-in imprecision of the term, I am left, as was the case with trying to 
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pin down “local” in the context of quasi-local radio, with the fact that “Community” 
has passed into general use in the world of radio.  
An interesting use of “common-plus” is Ziegler in his biography of 
Mountbatten, where, in referring to the problems brought about by the partition of 
India, describes Hindus and Muslim as being “communal”, however large and all-
encompassing the term. From that, he derives “communality” - yet another aspect 
of, or gloss upon, community (Ziegler, 1985).  
With all of the above in mind, I would be entering the realm of angels dancing 
on the head of a pin unless I accept that “community” in Community Radio means 
what legislation, regulation and everyday usage now take it to mean in varying 
contexts. 
COMMUNITY RADIO IN THE UK, SUCCESS AND FAILURE 
By way of recent historical background, and in order to focus on the localness 
of the Community Radio component of quasi-local radio, it is worth noting that since 
Community Radio came into existence in 2005, 315 FM licences have been offered 
by Ofcom to various groups and of those, 25 have been handed back. A further 25 
have never been issued (i.e., the stations never launched) (Ofcom, 2015, op.cit). 
According to Ofcom, there are no exceptions to the fact that in every one of those 50 
cases the reason for failure has been financial (Ofcom, ibid). Those 50 would-be 
licensees were unable to raise enough money either to launch or maintain the 
stations for which they had sought licences. Fifty such failures, if that is not putting 
it too cruelly, represents just under 15% of the total of all licences offered, which is 
indicative of the fact that the process of launching a licensed Community Radio 
station is not plain sailing for everyone who tries to do it. Unfortunately, the closure 
of even those Community Radio stations which have managed to go on air and have 
been broadcasting for some time, is not likely to stop. An announcement appeared 
in the Thanet Gazette on 2nd December 2015, attributed to the trustees of Academy 
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FM in Thanet, that the station would cease broadcasting on 18th December, as it 
could no longer afford the operating costs, is one such example.51  During 2015 
alone, Ofcom reports, fourteen Community Radio stations either failed to get on air, 
or closed down (Ofcom, op.cit). On 12th April 2016, Cornwall-based Community Radio 
station, The Hub, announced that it was to cease operations, citing “key management 
vacancies and on-going financial difficulties” (Radio Today, 2016), but shortly 
afterwards a “rescue package”52 was put together and The Hub is still on the air. On 
16th April 2016, West Wolds Radio in Yorkshire ceased broadcasting, citing financial 
difficulties (Radio Today, 2016). In the case of The Hub, the local press carried reports 
to the effect that pressure from the station’s listeners was largely instrumental in 
keeping the station alive, which strongly implies that however vaguely formed it may 
be, there is a community of local listeners which owes its existence to the existence 
of the station. (The West Briton, 2016). 
There is a numerical comparison to be noted between Commercial Radio and 
Community Radio in terms of the number of Community Radio station operators and 
licensees in the UK. By the time the radio regulator, Ofcom, announced in 2007 that 
it would be issuing no further ILR (commercial) licences either on FM or AM there 
were 217 licensed analogue ILR and IRR53 services in England; 16 in Wales; 34 in 
Scotland; 8 in Northern Ireland; a total of 275. 
DEMAND FOR COMMUNITY RADIO    
Community Radio licences actually in use now approach the number of 
licences for Commercial Radio (265 in Community Radio as against 275 in 
Commercial Radio) with, according to Ofcom, at least a further 200 would-be 
                                           
 
51 Subsequently, on 15th December, the same newspaper announced that the station had been given a reprieve while 
the trustees came up with a rescue plan. That plan materialised in January 2016 and the station remains on the 
air. However, it remains as an example of the financial fragility of Community Radio stations. 
52 A “rescue package” for The Hub was announced but no details were forthcoming. According to Community Radio 
sources in Cornwall, details are confidential. 
53 IRR - Independent Regional Radio, an indication that the Radio Authority and later, Ofcom had recognised the 
need to put a gloss on the clearly unsatisfactory description of at least some of those stations as “local.” 
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Community Radio operators waiting for their opportunity to apply for licences (Ofcom 
2015). The ongoing demand for Community Radio licences seems clear enough from 
those figures alone, but it would be overstating the case to suggest that the demand 
stems from some sort of clamour from “the community”. The protagonists for a 
Community Radio licence are almost certain to be a small group of radio enthusiasts, 
acting, as they would perhaps put it in their application to Ofcom, “in the interest of 
the (enter name) community”, and as the Key Commitments to which they commit 
the station, bear out (Ofcom, 2004-2016; THE SOURCE FM; RSAB; CHBN).54 
CONSOLIDATION AND CENTRALISATION 
As a side-bar to this, the process of Commercial Radio consolidation and 
corporatisation of what was once Local Commercial Radio, does not alter the fact 
that each transmitter in use, whether part of a network or not, must be licensed by 
Ofcom. The regulator is, effectively, as the Broadcasting Act makes clear, licensing 
the use of frequencies within the radio spectrum, and attaching content and 
behavioural conditions to the grant of such licences (Broadcasting Act, 1996). 
Whether or not this will eventually lead to a process of group-licensing remains to be 
seen. I stress that this process for Commercial Radio does not affect the way in which 
the BBC has gone about the business of achieving the allocation of radio broadcast 
frequencies for its own use. Within international protocols of the European 
Broadcasting Union (EBU) the BBC is, as the national broadcaster, and as defined 
by the EBU, not unreasonably, a law unto itself (EBU, 1962).  
COMMUNITY RADIO; GROWTH, DEMAND, TECHNOLOGY AND “REAL” RADIO  
                                           
 
54 Note: there is a difference between a licence awarded by Ocom for an FM radio broadcasting licence and a DSPS 
licence (Digital Sound Programme Service) licence. The exact wording issued by Ofcom are: “A digital sound 
programme (DSP) licence is required by anyone who wishes to broadcast a sound programme service on a digital 
multiplex, whether this service is unique to digital or a simultaneous broadcast of an existing analogue, satellite or 
cable radio service. These guidance notes also cover Digital Additional Sound (DAS) services, which are “services 
other than technical, programme or ancillary services, and include text or data services such as paging, videotext 
and graphics which are not directly related to programming. Additional service capacity may also be used to provide 
advertising. (Ofcom, Guidance Notes, April 2011, p7).  
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Clearly, the differences in size of respective coverage areas as between large 
ILR/IRR stations and much smaller Community Radio stations, has implications in 
terms of the number of times the same FM or AM frequencies can be used before 
they overlap and interfere with one another. The heavily restricted coverage areas of 
Community Radio stations afford the regulator the opportunity to license the use of 
the same FM frequencies with much less geographical separation between them than 
is required for stations covering much larger areas and on higher power. 
Nevertheless, while Ofcom has put a stop to the issue of FM licences for ILR or IRR 
stations, there is no sign, for the foreseeable future, of any intention to curb the 
growth of Community Radio on FM (or Digital radio) and the demand for Community 
Radio licences is evident from the abovementioned numbers and the growing 
membership of the Community Media Association (CMA, 2016). 
With choice of radio stations for the listener, thanks to both Digital radio and 
the Internet having expanded so substantially in recent years, it is worth considering 
what lies behind the growing demand for hyper-local Community Radio licences, 
even when the award of such licences in the UK comes with a 22-page licence 
document, incorporating many conditions and requirements, as exampled by the 
licence for THE SOURCE FM, which can be accessed at www.ofcom/licensing/radio.  
This sets out coverage restrictions and content conditions, none of which would apply 
to a would-be “community” station operator who confines the station to the Internet. 
In some cases, one could see that a burning desire motivated by altruism, to be of 
service to one’s fellow man, metaphorically next door55, would be enough to push 
certain people towards radio, especially hyper-local radio, by making the station 
available to both local content-producers and to listeners. That desire could be 
                                           
 
55 As will be rather obvious, I am trying to avoid the use of “community” so that I do not fall into the semantic trap 
of assuming the meaning of something I am trying, in this chapter, to explain, analyse and place in the context of 
this project. 
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satisfied by launching an Internet-only “station”, using little more than the built-in 
microphone and music playing capability of a laptop computer. But for others, that 
is not enough (Stoller, op.cit; Crisell, 1994/2006; Lewis, 1990; Hendy 2013; Starkey, 
2012) because there is still, even in this digital age, the almost mystical pull of “real” 
radio involving a reasonably well-equipped studio, an ether-borne signal and 
listeners using traditional radio sets.  
This is not to say that there is any exclusive, limiting connection between a 
“local” Internet-only station and a populace living and listening in a prescribed 
geographical area. There are any number of Internet-only radio stations targeting 
listeners anywhere and everywhere in the world, looking to attract audiences by 
content, with technical reach a happy coincidence. However, by far the majority of 
such stations in the UK are geographically-centred “community” services which are 
either FM plus Internet or Internet-only. They outnumber so-called community-of-
interest stations roughly ten to one56. The desire to operate geographically-
constrained Ofcom-licensed “community” stations, despite all the (mainly financial) 
problems associated with them, is clear enough. As Lewis and Booth suggested, 
radio, despite being the “invisible” medium, exerts a fascination for a great many 
people (Lewis and Booth, 1985) and despite the advances brought about by the 
digitisation of broadcast media including radio, there appears still to be a strong 
attraction to doing things the “traditional” way.  
RADIO, NOT DOWN, AND NOT OUT 
Perhaps there is a parallel to be drawn here when considering the rude health 
of live theatre. As Auslander argues, a combination of live TV, time-shifted and 
recorded TV, film, even filmed theatrical productions and several TV-like Internet 
video/audio services has done nothing to kill off live theatre in its myriad forms 
                                           
 
56 The website listenlive.eu lists all UK stations Internet-streaming their output. The list runs into the hundreds of 
entries. 
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(Auslander, 2008). Indeed, a close study would almost certainly reveal complex 
relations between live theatre and newer media, including a push in theatre to 
accentuate liveness and presence by using performative aspects of digital technology. 
The availability of technological alternatives to old-fashioned broadcast radio 
has not killed off old fashioned broadcast radio, either. 
RADIO AND THE RADICANT 
Perhaps the ideas of Bourriaud would also be helpful here. He suggested that 
in order to make sense of the present time and to construct or reconstruct a cultural 
framework which works for the “now,” humanity needs to look for what he describes 
as the “radicant” - the root influences and cultural constructs which would help us 
to fit what we do, to the times in which we live. He suggests that: 
The radicant develops in accord with its host soil. It translates itself 
into the terms of the space in which it moves. With its at once dynamic 
and dialogical signification, the adjective “radicant” captures this 
contemporary subject caught between the need for a connection with 
its environment and the forces of uprooting (Bourriaud, 2009, p 51). 
 
Radio, while embracing new technology, can look and does look to its roots, 
almost as a folk-memory, recalling the fact that radio started its life modestly, locally 
and communally, serving small areas and small populations, constrained at the time 
by technology. But perhaps, with technology no longer a confining factor, a new 
radicant is driving an unconscious revival of the link between radio and its hyper-
local origins. All broadcast radio, going as far back as the UK in the 1920s and the 
USA in the 1920s and 1930s, started as clearly quasi-local services, with neither the 
means nor the desire to do more than serve small areas and defined, geographically 
homogeneous populations (Briggs, 1995). 
CORNWALL AS A QUASI-LOCAL “COMMUNITY”  
It is worth considering again the extent to which the residents of a county 
such as Cornwall see themselves as a quasi-local community - and if so, whether a 
radio station covering the entire county can be said to be serving a “local community”. 
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As Colley suggests, complicated notions of quasi-nationhood enter the picture here, 
because in the case of some English counties, particularly Yorkshire, Lancashire and 
Cornwall in particular, she cites socio-linguistic and cultural evidence for something 
approaching a form of nationality (Colley, 2005). The conferral of “minority” status 
on Cornwall by the European Union is perhaps also relevant here (European 
Commission, 2016). However, according to Deacon who looked at “Cornishness” in a 
cultural, commercial and administrative context (Deacon, 1993, op.cit) it is worth 
considering, for example, how much and what kind of connection the residents of 
landlocked Launceston in the north-east of the county feel with those who live in 
coastal Penzance, in the south-west, seventy miles away - beyond a generalised and 
ethno-geographical attachment to Cornwall. This questions speaks to the difficulty 
of quasi-local community identification and in media terms, radio’s coverage thereof 
and service thereto, when radio stations are able to, and licensed to, reach very wide 
swathes of the country, as is the case with BBC Radio Cornwall and Pirate FM.  
COMMUNITY RADIO AND SOCIAL MOBILITY 
From both a technical and contextual viewpoint, Community Radio may or 
may not serve a quasi-local community of no fixed abode and which does not give re-
findable names to places through which its members pass. While such 
considerations are not directly applicable to quasi-local radio in the context of this 
study, they do raise questions, as does the effect upon community communication 
when social mobility becomes a factor, and people move from local place “A” to local 
place “B” even when the places in question are adjacent to each other (Keightley, 
op.cit). Keightley’s conclusion is that, on balance, social mobility does have a 
temporary effect upon feelings of “belongingness” but that this of itself, does not 
cause the fragmentation of community as people move from one ethnographic 
grouping to another (Keightley, ibid). 
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The relationship between quasi-local radio and the communities such stations 
are deemed to serve is complex and far from easy to pin down in the form of a 
generalisation which would fit all manifestations. If BBC Radio Cornwall and Pirate 
FM are serving the whole of Cornwall, perhaps it stretches the meaning of community 
beyond reason to suggest that listeners to those stations have anything more in 
common (relying on the definition and etymology of “common” in footnote 45, page 
71) than a fragmented and passive auditory experience. When it comes to the three 
Community Radio stations in this study, despite the nomenclature used to identify 
them, the connection between what they broadcast and their audiences is somewhat 
stronger, if for no more reason than their geographically restricted coverage. By the 
same token, however, it must be at least questionable as to whether the entireties of 
two small to medium sized towns (Falmouth-Penryn57 and St Austell) and one city 
(Truro) can properly be called communities.  
QUASI-LOCAL RADIO, REACHING BEYOND COMMUNITY  
While the three Ofcom-licensed Community Radio stations in this study are 
required to retain focus on the geographical communities to which their licences are 
linked, the Internet has given those stations the opportunity to connect with 
expatriate Cornish listeners all over the world - and/or with the descendants of those 
who left Cornwall in previous eras. As Vanloo, the station manager at RSAB stated 
in my personal interview with her on 26th November 2015.  
Our listeners now online are from all over the world … those who listen 
across the world, a lot of them have come from Cornwall.  And a lot of 
them may not have ever been to Cornwall but they love hearing 
Cornwall, they love hearing Cornish accents and they love hearing 
what’s going on in Cornwall.  That's another stream, really, of what we 
do. The content of our programmes doesn’t go outside us but we do 
know from emails and texts that we receive and liking on Facebook and 
social media, that people are listening in other parts of this country as 
well as other parts of the world.  So, you have to relate to that … that’s 
                                           
 
57 Although Falmouth and Penryn are, according to Cornwall County Council, two separate administrative albeit 
contiguous areas, the boundary between them is not visible, and for the purposes of this project, are considered one 
coverage area for THE SOURCE FM, the Community Radio station whose FM signal reaches all parts of both named 
areas. 
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what people listening online who aren’t necessarily here love about it.  
Because we’re bringing them a Cornish community, stories from our 
community and music and theatre and everything that’s involved in 
our community (Vanloo, 2015)58 (DVD attached, full transcript).  
 
None of the Community Radio station managers make any claims as to non-
local community listener numbers such as those who listen in other parts of the UK 
or the world.59 Indeed, the existence of such listeners would do nothing to offer 
evidence to Ofcom of compliance with Key Commitments clearly set out in the FM 
broadcast licences to which I refer in greater detail in Part Two, Chapter 1 in 
analysing the relationship between those Key Commitments and the extent to which 
the stations in question fulfil them. Nonetheless, it is evident from the very existence 
of those epi-local audiences that the meaning and application of “community” in this 
context is being stretched by radio, which is doing what no other medium can do 
with similar facility60. Nonetheless, even when they appeal to listeners at thousands 
of miles’ remove, quasi-local radio stations are not, after all, mini-versions of the BBC 
World Service which has to tailor most of its output to audiences well outside of 
Britain. As the detailed analysis of content in Part Two, Chapter 3, page 192 et seq., 
shows, there is no evidence to suggest that any of the Community Radio stations in 
this study go so far as deliberately to create content aimed not at their local listeners, 
but at those tuning in at a distance, by whatever technical method.  
From a technical and programming viewpoint, neither Pirate FM nor BBC 
Radio Cornwall have to do anything either more or less than Community Radio to 
attract non-local community listeners when they, too, stream their output via the 
                                           
 
58 Similar comments were made by the managers at THE SOURCE FM and CHBN, and transcripts of personal 
interviews with them are also available on the attached DVD.  
59 Key Commitments are part of the wording of Community Radio licences, and in the case of the three Community 
Radio stations in this study, the relevant Key Commitments for each of them are detailed in Part Two, Chapter 3 to 
indicate where there are commitments common to all three stations, and where there is custom-made wording in 
each case. 
60 With Internet streaming, other media such as newspapers and even TV stations can attract “live” readers and 
audiences all over the world, but with both of those media, issues such as copyright, artists’ residual fees and 
ownership of content tend to make it much more difficult than is the case with radio, where such legal issues seldom 
if ever arise. 
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Internet. However, in interviews with, and statements from, executives at those 
county-wide stations, as part of this study, it is clear that they attach a lower level 
of importance to, and interest in, listenership outside of the county. I would suggest 
that they have enough on their hands in attempting to retain “localness” within the 
large and diverse county of Cornwall without diluting their claims to quasi-local 
commitment by tailoring content to listeners well beyond their already large coverage 
areas. 
The results and analysis of the research, detailed in Part Two, Chapters 3 et 
seq., produce a picture which demonstrates the different attempts being made by all 
five stations in this study, to establish varying degrees of connection to places-as-
localities to justify the use of community either in their names or in the descriptions 
of their programming content. 
We can now move to consider what role the commercialisation of content plays 
at each station, in meeting the challenges of compliance with obligations and 
intentions.  
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PART ONE 
 CHAPTER 4 
 
 LITERATURE REVIEW: IMPLICATIONS OF COMMERCE 
 
This research addresses the question posed in the thesis title by focusing on 
the comparison between non-commercial BBC Radio Cornwall and the four other 
stations, with Pirate FM being fully commercial and profit-seeking, while the three 
Community Radio stations are semi-commercial and not-for-profit. Then, differences 
in the approach to commercialising content as between county-wide Pirate FM and 
hyper-local community stations are analysed, as are the differences in approach to 
commerce as between the Community Radio stations themselves. 
The contribution, either negative or positive, made by the insertion of a 
commercial component in the form of paid advertising into quasi-local radio 
programming, and the effect that this has on service to listening communities, needs 
examination as to its main underlying principles and effects. I have considered 
whether or not programming obligations imposed by regulation and corporate policy 
are affected by what the stations are actually doing when they insert advertising 
messages into the generality of programming output. 
NON-COMMERCIAL BBC RADIO CORNWALL  
The position of BBC Radio Cornwall needs a brief examination. Although it 
does not accept payment from sources outside the BBC61 for the broadcast of 
announcements, it is an advertising medium, nevertheless (Briggs, 1985, op.cit). But 
terminologically, the question remains as to what constitutes advertising and 
whether or not the BBC actually does include advertising in its output. That raises 
                                           
 
61 I stress “from outside the BBC” because although no BBC station receives income from advertising on its Radio 
or TV services, there are complex internal accounting arrangements within the BBC whereby stations “pay” 
specialised production departments within the Corporation to produce promotional announcements, especially 
where cross-promotion takes place. Cross-promotion: where, for example, BBC Radio 4 promotes (advertises) a 
concert to be broadcast by Radio 3. (BBC Report and Accounts, 2014) 
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the parallel question as to whether advertising must be paid for by the would-be 
beneficiaries of the advertising in order to count as advertising properly so called. 
In its pure form, and without the necessary involvement of payment, 
advertising (from Latin ad, towards, and vertere, to turn) is the process of drawing 
attention to, or promoting products or services. In Radio terms, as Stoller suggests, 
this can mean a station promoting its own future programming, or promoting the 
programming of sister stations within the same corporate group (Stoller 2011, op.cit). 
It can also mean for example the promotion of charities or charitable events in the 
coverage area, and public service announcements from government or local 
government. In the case of BBC Radio Cornwall, there is a certain amount of 
“advertising” in that sense. To that can be added self-promotional announcements 
pointing to future programmes or station identifications, which are confirmatory 
advertisements to those who have tuned to the station but need to know that they 
have tuned to the station they sought. 
BBC Radio Cornwall, while not commercial in any sense that it accepts 
payment for any of the advertising it does (in the above, BBC sense) nevertheless has 
an impact upon the generality of radio-orientated commercial activity in Cornwall. It 
attracts a substantial county-wide audience, with an average reach over time of some 
33% of the adult population (RAJAR, Q4, 2015)62 - an audience which could at any 
time be listening to Pirate FM63. The BBC Radio Cornwall effect is therefore, 
hypothetically, to reduce the audience to Pirate FM and its sister stations in the 
Pirate FM stable64 thereby reducing what can be charged to advertisers, which in 
turn reduces overall revenue, and thence profit. The true picture is somewhat more 
                                           
 
62 As RAJAR is referred to numerous times throughout this document, I have included a global reference in the 
bibliography, and indicated year and quarter where I refer to them in the text. The abbreviation is explained in the 
appended Glossary. 
63 And to any other radio stations, notably those with national coverage. However, the comparative theoretical 
position in this situation concerns only the relationship between BBC Radio Cornwall and Pirate FM and the potential 
commercial effect of the former on the latter 
64 Pirate2, Pirate Oldies, and Njoy Cornwall. 
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complex, in that BBC Radio Cornwall, claims to target an older, 50-plus demographic 
(Causey, 2015) while Pirate FM’s target audience is in the 15-34 range (RAJAR Q4, 
2015; Caddy, 2015). At the same time of day, members of a demographically 
identifiable group can be listening to different Radio stations. The extent to which 
these target audiences are attracted either in part or as a whole is reflected in a 
summary of RAJAR results over a period of time by way of illustration (RAJAR 2000-
2016). The extent to which Commercial Radio, at least in Cornwall in the shape of 
Pirate FM, can claim to be losing audience to BBC Radio Cornwall, presents, at best, 
a mixed and inconclusive picture. Indeed, according to RAJAR’s most recent figures, 
BBC Radio Cornwall appears to be losing audience, but that loss is not obviously 
balanced by a gain by Pirate FM (RAJAR, Q4, 2015; Q1, 2016). If, for example, Pirate 
FM is losing audience, possibly but not provably to BBC Radio Cornwall during the 
breakfast peak, but the reverse is true for the evening/drive-time peak, it is moot as 
to what that says by way of anything of consequence about the overall picture in 
terms of audience figures for the respective stations. Too broad a brush stroke can 
result in a confused and unclear picture and gross audience figures do not tell the 
whole story. In this context it must also be noted that attempts to maximise audience 
to traditional radio is, of course, not confined to competition among the quasi-local 
stations in this case study, nor in any other area. Listeners in any local area, as is 
made clear in audience surveys conducted by RAJAR, also listen to national stations 
(see footnote 25 on page 39) so that, given their comparatively similar demographics, 
it could be argued that the main competition for Pirate FM is BBC Radio 2. Further, 
comparing like with like by placing stations’ day-part figures against one another 
would produce a more accurate and more interesting picture (See day-part 
illustration below). But doing so would be beyond the scope of this research project 
and would not add to the general thrust of the argument. 
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A day-part is radio shorthand to describe time segments through the 
broadcast day. Once audience research figures have been ascribed to those 
segments, peaks can be graphically illustrated for morning/breakfast between 
6.00am and 10.00am, lunch between 12 noon and 2.00pm, and evening/drive-to-
home time between 4.30pm and 6.30pm, with troughs between those peaks. 
 
FIG 5 
A typical radio station’s audience peaks and troughs,  
demonstrating day-parts 
 
(NOT TO SCALE) 
(Source: RAJAR summaries, over 20 years-plus) 
PIRATE FM  
As far as Pirate FM is concerned, the research throws some light on the extent 
to which Pirate FM, a radio station engaged upon commerce for profit is able to 
balance (a) the obligation to shareholders to maximise the use of assets and working 
capital by making profits against (b) tipping over the line into overt encouragement 
of materialism at the expense of service to its listening community. Mitigating that 
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possibility anyway, it must be noted, are the licensee’s public service obligations 
under the terms of its licence and the requirements of the regulator. 
REGIONAL OR LOCAL COMMERCE 
As a regional Radio station, Pirate FM transmitters cover the whole of Cornwall 
- a large county with a highly dispersed and demographically diverse population of 
some 532,300 and measuring roughly 100 miles by 30 (ONS Census 2011, op.cit). It 
would be financially incontinent for a small retail enterprise based only in, say, 
Penryn or Penzance and depending on local footfall for business, to advertise its 
services or goods to the whole of Cornwall. That is not to say that such a business 
would not wish to attract custom from further-flung areas, but the cost/benefit 
outcome would make such action unlikely. The Community Radio station with the 
largest local population coverage in the area relevant to this project is THE SOURCE 
FM covering Falmouth and Penryn - and it covers only 42,000 people in total (Census 
2011, ibid). The contrast in sheer size of coverage and population so covered, between 
Community Radio and Commercial Radio, is such that potentially reachable 
populations and audiences actually reached dictate the nature of a commercialised 
Radio station’s commercial activity. In this sense, in this project, both Commercial 
Radio as represented by Pirate FM and the three Community Radio stations are 
subject to this discipline. This generalisation, however, needs to be applied with care 
to Community Radio. As conversations with the three Community Radio station 
managers indicate (see page 149), (a) even remotely accurate measurement of 
audiences to Community Radio and (b) the extent to which Community Radio can, 
or even wishes to, sell its time on a straight-line connection between audience and 
cost to advertisers have both turned out to be uncertain matters, at least in this case 
study. In the case of THE SOURCE FM for example, the station management and its 
governing Board are not over-exercised by the size of the audience and the sale of 
advertising tends to be based on trial-and-result (or lack thereof) by advertisers and, 
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frequently, simply by the desire of local businesses to be associated with, and 
financially able and willing to help, their local Community Radio station.  
In terms of its appeal to advertisers, it would be logical to assume that only 
those seriously interested in getting their messages to a tightly targeted population 
and a radio station’s reach into that population, would use Community Radio, 
whether that community be geographical or communal-of-interest (Lewis, 2010). 
On the other hand, advertisers on Pirate FM ought to have reason to cover 
either all of Cornwall, or, given that Pirate FM does split its advertising transmissions 
roughly equally east-west, at least half of the county. What this means in practice is 
that Pirate FM with its large coverage should appeal as an advertising medium only 
to those advertisers selling goods and services distributed or available throughout 
the county65 and that in turn is predominantly a “what to buy” exercise, as the 
analysis of advertising content in the research bears out in Part Two, Chapter 3. 
Those businesses which use a hyper-local radio station are more usually focused on 
“where to buy”, meaning that Community Radio advertising reflects a retail bias, 
focused on local retail businesses anxious to increase footfall through their outlets. 
It has been argued (Iosifidis, 2010), that this form of highly quasi-local advertising 
contributes to the role of Community Radio stations in building social capital and 
creating social gain as they are expected to do in terms of their licences issued under 
the Community Radio Order (Community Radio Order, 2004, Section 3.3.e). 
Ironically, national or regional advertisers could in theory use Community 
Radio (or any form of hyper-local medium) given that a nationally distributed 
product, for example, would be available to consumers of local media everywhere. As 
I have indicated earlier, the reverse would not be true, as a result of the very low 
likelihood of a shopper living in, say, Saltash feeling any need to use a retail outlet 
                                           
 
65 It must be noted however, as is demonstrated in Part Two, Chapter 3, page 215, in analysing Pirate FM’s 
commercial output, that Pirate FM’s commercial content now shows that 41% of its advertising is national in nature. 
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in Hayle, some 64 miles away - unless the Hayle-based business offers a uniquely 
specialised service or product not available anywhere else and can afford to spend 
advertising money that way. Even then, it would very quickly become financially 
counter-productive for such a business to advertise with any regularity on an 
expensive, county-wide medium. However, if a large station such as Pirate FM were 
to accept advertising from small local businesses, it would have to do so at 
discounted rates to make it affordable for small businesses. It would also have the 
effect, were it to accept such low-income advertising, of taking up time which could 
otherwise be devoted to high-income campaigns from national or regional 
advertisers. This would not help towards making levels of profit satisfactory to its 
shareholders.  
In Commercial Radio, where previously entirely independent stations have 
been amalgamated under one or other corporate banner, the availability of 
technology makes it possible to spilt transmissions so that advertising can be more 
closely matched to geography, while the rest of the programming content is now 
common to all. An example, suggested by Starkey, is DurhamFM, Alpha in 
Darlington and Alpha in Northallerton, all now branded as Star, with common 
programming but the ability to split the advertising output for very local advertisers, 
a matter Starkey deals within some detail (Starkey, 2015). 
TIME, FINITE ON RADIO 
There is an aspect of the time-and-space-versus-money factor in comparing 
advertising media which has an effect on how much a given medium can sell and 
devote to advertising. In Radio and TV, there are just 24 hours available in each day, 
and this reduces to 16 realistically saleable and at least theoretically profitable, 
hours (06.00 to 22.00) even if one sets aside notionally imposed limits on advertising 
time given that RAJAR and other analyses of audience figures for night-time 
audiences show numerically low numbers for obvious reasons. With the printed 
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media - and this must now include Internet websites - there is no limit to the number 
of pages that can be added to a publication if the demand for space warrants it and 
the contribution to profit is reasonably predicatble. Further, the irritation factor to 
which Smit refers applies to a much less marked extent to the printed media, where 
the reader can flick from one page to the next without even seeing a given 
advertisement, whatever space it occupies (Smit, 1999). Farahat et al go further in 
suggesting that,   
advertisers, especially businesses with small or unimaginative ads, risk 
having their ad completely passed over while the reader engages with 
larger or more interesting graphics. Readers viewing multiple ads may 
also subconsciously spend less time on each individual ad (Farahat et 
al, 2005, Introduction) 
 
This is not true of TV and radio given the linear and time-sequential nature of 
those media where commercials are inserted into programmes and, with live 
transmission and reception, cannot be avoided66. The phenomenon, known as “ad-
avoidance” is much more easily achieved with TV, given that the ubiquitous use of 
remote-control devices makes it relatively easy to avoid advertising on this medium 
both by tuning to another (possibly non-commercial) channel while advertisements 
are being broadcast. This can also be achieved by using the “skip” facility which 
modern TV, with its time-shifting capability, now makes possible. This is not the case 
with radio. Indeed, radio sales people, in promoting the use of radio to advertisers, 
use this as a selling point for using radio rather than - or at least in addition to - TV. 
One note of caution needs to be sounded in this context. Whatever benefits the 
advent of DAB might bring to radio, the technology might already include the ability 
for listeners to DAB commercial radio stations to employ a similar “skip” function, 
                                           
 
66 I stress live transmission in this context and for purposes of illustration, because modern TV recording apparatus 
now makes it possible for the listener or viewer to record a given programme and either delete advertising messages 
altogether or fast-forward past them on playback. The linear principle, nevertheless, holds true. In passing, the use 
of remote controls as aids to avoiding advertising has not yet made an appearance in radio.  
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which would negate radio’s currently in-built linearity. Perhaps ad-avoidance is 
coming to live radio as it had done to TV. 
TARGETING THE LISTENING CONSUMER 
Barnard, head of forecasting at Zenith Optimedia, has made an interesting 
contribution to the debate on Internet and traditional radio. He says: 
Radio use is on par with desktop internet use, and plenty of people still 
prefer printed newspapers and magazines to their digital counterparts. 
Agencies need to assess the best way of getting the right message to the 
right consumer, and that means giving proper due to the tried-and-
tested media that have worked well for decades, as well the latest digital 
ad technology (Barnard, 2016). 
 
PIRATE FM - PLUS 
As a coda to the research into Pirate FM, there remains the matter of the 
positions now occupied by three other stations operated under the Pirate FM banner: 
Pirate2, Pirate Oldies and Njoy Cornwall, all of them commercial, all available 
throughout Cornwall but only on digital radio. In marketing terms, this might be a 
“fighting brand” exercise, frequently employed by manufacturers of several brands67 
apparently competitive in the eyes of the consumer but which are, in fact, all from 
the same company, and are positioned so as to occupy a larger share of the market 
for which brands of similar products from other companies would be competing 
(Ritson, 2009). If this is the case with Pirate FM, it could have launched those other, 
sister-stations in order to attract listeners away from BBC Radio Cornwall and both 
listeners and advertisers from the networked, but from a transmission viewpoint, 
Cornwall-based, Global plc station Heart FM68 - or, for that matter, away from 
national stations as well. 
                                           
 
67 In the case of Lever brothers, for example, Surf, Biotex, Rinso and Persil are all laundry detergents, all owned, 
manufactured, distributed and advertised by the same company.  
68 It ought to be have been possible to obtain a more definitive answer from senior management at UKRD, but those 
approached showed unfortunate reluctance to engage in open conversation. I can offer no explanation as to why this 
was the case. The only direct contact I was able to make with Pirate FM was by means of written questions and 
answers to and from the programme Controller, Neil Caddy. For that reason, I approached the immediately past 
Managing Director of Pirate FM, Beverley Warne, who was kind enough to offer an informed opinion (Warne, op.cit), 
in the course of a recorded interview. 
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COMMUNITY RADIO AND SEMI-COMMERCIALISM 
The three Community Radio stations in this study, while being partly 
commercial, present a very different picture. The companies which operate them are 
Community Interest Companies (CIC’s). The CIC legislation was introduced to create 
a new form of legal entity under the Companies Act 2006 and are subject to that Act 
and company law generally. CIC’s have no shareholders and as licensed by Ofcom 
under that Act are debarred from making distributable profit by law (Companies Act 
2006; Community Radio Order, 2004).  The relevant section of the Community Radio 
Order makes it clear that where a Community Radio station finds itself in a position 
where total income, from whatever sources, exceeds total expenditure, that notional 
operating profit must be ploughed back into the creation and production of 
programming, the management of the station, and the improvement of equipment 
(Community Radio, 2004, Section 3.3.b). However, there is an open question, 
theoretical thus far as the situation has never arisen according to the CMA and 
Ofcom. It is not clear as to whether, if a Community Radio station, having received 
funding from public or charitable sources, then conducts a highly successful 
campaign to attract local advertising income which results in an excess of income 
over expenditure, the station is then under any obligation to refund the public or 
charitable funding. The legislation is silent on this matter, but the wording in the 
Key Commitments which form part of the licence to broadcast of any Community 
Radio station would imply that persistent infraction of the limit upon advertising-
generated income could lead to a revocation of such a licence. In November 2012, 
Ofcom queried the reported advertising income of six Community Radio stations69, 
but in three of the cases, a correction to the report where poor accounting practices 
were blamed, appeared to satisfy the regulator and were not held to be in breach of 
                                           
 
69 Source: Ofcom analysis of community broadcasters’ returns, 2012.  
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licence (See Appendix 7). Ofcom dealt with those held to be in breach by issuing a 
formal reprimand and a warning to comply in future (Telephone discussion with 
Ofcom Compliance Section, 2016).  
When Community Radio was first introduced, the Community Radio Order 
placed a limit on the amount of income a Community Radio station could attract. 
That limit was set at a maximum of 50% of the cost of operating the station. However, 
in 2015, subsequent to a public consultation by the DCMS70, that limit was replaced 
by a new calculation, viz., that no Community Radio station may now take in more 
than £15,000 in paid advertising revenue. The 50% figure appears to have been 
reached as a compromise between Commercial Radio interests and those supporting 
the introduction of Community Radio but there is no known explanation for arriving 
at exactly 50%. The new figure of £15,000 is, according to the CMA’s Bill Best, as 
near as could be established by Ofcom as the average advertising income of all 
Community Radio stations in existence at the time (Best, 2015). However, as 
Appendix 7 shows, at least a small handful of stations have, at times, managed to 
attract advertising in some quantity, but Ofcom watches very carefully for any 
infringements of the regulation limiting advertising income.  
COMMUNITY RADIO AND NETWORKING 
The law on Community Radio will not allow such stations to operate for the 
benefit of shareholders or anyone else through financial profit and while not in so 
many words precluded from undertaking any consolidations, is nonetheless so 
debarred by clear implication (Community Radio Order, 2004). On the other hand, a 
successful London-based Community-of-Interest Radio station, ResonanceFM, has 
recently opened a sister station in Brighton, using the name Resonance Extra, and 
the link between the two is clear enough from the name alone. The extent to which 
                                           
 
70 UK Government Department for Culture Media and Sport. 
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there is any financial or ownership link is, however, not clear from available 
documentation, but in checking with Ofcom I have ascertained that there is nothing 
to indicate that the Brighton station is anything other than an independent operation 
Further, as Soo Williams, Ofcom’s Head of Community Radio Licensing Team says, 
Resonance Extra, Brighton, is operating on DAB and the licensee, 
London Musicians' Collective Limited, holds a Digital Sound 
Programme Service (DSPS). London Musicians' Collective Limited also 
holds a community radio licence for Resonance FM in London. There 
are no ownership restrictions between DSPS and community radio 
licences (Williams,71 e-mail, 14th September 2016). 
 
In another example, under the auspices of the operating board of Gateway 
97.8 in Basildon and East Thurrock a “networking” of Community Radio stations in 
that part of Essex has been announced. According to Lawrence, Chairman of 
Gateway, networking does not imply networked simulcast programming - simply the 
exchange of solutions to management and funding problems, and similar matters 
(Lawrence, 2016). Nevertheless, perhaps this example represents a precedent for a 
series of network-linked Community Radio stations all over the UK. If this goes 
beyond the provisions of the Community Radio Order where the provision of (local) 
social gain is a licence requirement, and networking starts to spill over into extensive 
programme sharing, perhaps a change to that legislation will eventually be forced 
upon the Government. Either that, or Ofcom will be obliged to put a stop to the 
networking of Community Radio if the regulator were to decide that the Key 
Commitment provisions of Community Radio licences were being circumvented, 
ignored or breached. There is certainly no evidence of any move to networking in the 
stations under study in this project. As a postscript to this section on the relevance 
of networking to Community Radio, the operators of Angel have announced that this 
station is now broadcasting in Norwich, Cambridge and Birmingham and several 
other areas in the south east of England, as this illustrative map indicates. Angel 
                                           
 
71 Susan (Soo) Williams, Manager, Community Radio Broadcast Licensing Team, Ofcom 
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Radio is actually based, as a Community Radio station, in Portsmouth. What this 
does to the concept of localisation, and Key Commitments which are inherent in any 
considerations of Community Radio, is for the regulator to decide. 
As I have indicated, the profit motive (profit in this case meaning excess of 
income over expenditure, distributable to shareholders) while clearly evident in 
Commercial Radio, is absent in Community Radio and this may be further evidence 
of a difference in approaches to community service. Analysis of the content and 
scheduling of Community Radio commercials in this study produces a very different 
picture from Commercial Radio and there are other points of difference which are 
discussed in Part Two, Chapter 5.  
COMMUNITY RADIO COMMERCIALS; SCHEDULING AND CONTENT 
Although Community Radio is under an obligation in principle to submit the 
text of commercials intended for broadcast, for clearance under the Ofcom 
Advertising Code, this practice, according to my observation of the procedures at the 
three Community Radio stations in this study, is honoured more in the breach than 
in the observance. Nevertheless, the managers of those stations are well aware of the 
fact that advertising on radio is strictly regulated, particularly when it comes to 
anything involving children or financial services.  
Community Radio has no self-imposed limits on the number of commercials 
scheduled per hour or per day and none are imposed by regulation, nor, on the 
evidence available through the CMA for example, would any such limit ever be likely 
to be reached (CMA, 2014, op.cit). As they do not deal with national or regional 
advertisers or advertising agencies, Community Radio stations can write and record 
(or read live without pre-recording) commercials of any length, and can schedule 
them as they feel works best within their programme schedules. As far as the 
monitoring task (See Appendix 8)  was able to demonstrate, commercials on the three 
stations under study were all pre-recorded. 
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Unlike Commercial Radio (Pirate FM in this case) where commercial breaks 
are scheduled at various times through any given hour, and where there are, as 
analysis of the research makes clear, as many as four such breaks per hour,72 the 
Community Radio stations in this study restrict their commercial content to one 
commercial break, at the top of the hour. No other commercial interruptions to 
programming are evident. 
ADVERTISERS OR SPONSORS? 
The Community Radio stations in this study, as is clear from the interviews 
conducted with station managers, do not usually refer to their advertisers as 
advertisers, preferring to describe them, perhaps a little coyly, as “sponsors”, whether 
they are genuinely sponsors or not. They do so perhaps because they feel constrained 
by their Key Commitments not to appear to be merely Commercial Radio writ small. 
Sponsorship carries with it implications of association with particular programmes 
or programme segments on a “brought to you by …” basis but analysis of the results 
of station monitoring a part of this research project make it clear that sponsors on 
Community Radio are, in fact, advertisers bar a few exceptions mainly confined to 
special outside-broadcast events (See monitoring task base data in details on DVD, 
appended). 
It is worth pointing up another contrast between Commercial Radio and 
Community Radio when it comes to the methods employed in selling advertising time. 
Commercial Radio, particularly where stations are networked under consolidation of 
ownership, relies (but not exclusively) on sales agencies to negotiate with advertising 
agencies acting for large companies. Where, as is the case with Pirate FM, they also 
seek to attract advertisers from within Cornwall, they employ sales staff who work 
for salaries topped up by commissions on sales (Warne, 2015). The Community Radio 
                                           
 
72 The raw data gathered from the detailed observation and monitoring research exercise, indicates the commercial 
breaks. All such data is available on the DVD attached to this document. 
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stations in this study cannot afford to employ paid sales staff, and such selling as is 
conducted in their hyper-local areas is in the already overworked hands of the station 
managers, of whom two are unpaid volunteers and one, at THE SOURCE FM, while 
paid a very modest salary, is possibly even more stretched than his volunteer 
colleagues at RSAB and CHBN. Community Radio stations do have twice-yearly 
opportunities to apply to Ofcom, which administers the Community Radio Fund 
specifically for funds which can only be used for paying administrative and sales 
personnel. As Matthew Rogers, Station Manager at THE SOURCE FM, told me in 
further personal conversations, processing very demanding applications for funding 
from any available sources, is lengthy, time-consuming and highly competitive.  
FINANCING COMMUNITY RADIO  
In 2003, Professor Anthony Everitt made the case for a Community Radio 
Fund of a size which would probably have made it unnecessary for Community Radio 
to sell advertising at all, nor to be quite so heavily dependent upon grants and 
donations, but his recommendations were rejected in favour of a fund which the CMA 
has described as nugatory (Everitt, in Lewis, 2008). It currently runs at £500,000 
per annum, as part of the £1.4 billion budget for the DCMS as against the Everitt 
recommendation for a fund of at least £3 million in 2003. Today, thirteen years later, 
with 265 Community Radio stations already licensed (Ofcom op.cit, 2016) and close 
to that number again waiting for opportunities to apply for licences, the Community 
Radio Fund is very thinly stretched (Buckley, 2009), and there is no sign of an 
increase any time soon (CMA op.cit 2016). There is no hard evidence to support this 
postulate, but I suspect that successive UK Governments are keen to retain visible 
and audible differences between BBC public service, commercial and community 
radio tiers respectively, and any proposal which might have the effect of bringing 
Community Radio into the public service tier, by making them solely dependent upon 
public funding, would probably be resisted. Increasing the Community Radio Fund 
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to anywhere near station-sustainability levels is therefore probably not in 
Community Radio’s immediate future. 
The implications and effects of commerce where it is present in quasi-local 
radio are discernible but not equally applicable. In this study it becomes clear that 
there are differences in approach to commerce as practised by a large county-wide 
station (Pirate FM) and by the three Community Radio stations - all four of them 
commercialised, in practice in the case of Pirate FM, and more in theory in the case 
of Community Radio.  
THE INTERNET AND ITS EFFECT ON COMMERCIAL RADIO INCOMES 
Finally, it is worth examining in brief the effect of the Internet upon radio 
advertising. One of the reasons for the meteoric rise in the expenditure by big 
companies on advertising which employs the Internet concerns the relatively new 
phenomenon of individual, meaning personal, targeting (Goldfarb et al, 2011) where 
advertising messages are sent only to those who are known to be receptive to, or 
could at least be interested in, the message. It is the answer to an advertiser’s prayer; 
wastage of advertising expenditure is kept to a minimum, and this brings us to the 
thought attributed to John Wanamaker, an American businessman and early 
adopter in the 19th century of the concept of mass-market advertising. It is not 
possible to establish where or precisely when he said “half the money I spend on 
advertising is wasted; the trouble is, I don't know which half." Perhaps, in the new 
advertising milieu, he would now know which half was being wasted and thereby 
know how not to waste his money at all.  
Commercial Radio is, of course, facing a new challenge in its fight for the 
advertising pound as figures from Ofcom make clear in their annual Market Reports. 
As long ago as 2000, the total advertising expenditures on radio and the Internet 
were roughly the same, but the Internet has steadily overtaken radio in the years 
since then (Ofcom, op.cit). In 2014, digital advertising grew by 12% to £8.1bn, making 
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the UK the first country in which £1 in every £2 of total advertising spend, was spent 
on digital media, according to an analysis conducted by Mark Sweney (Guardian 
2015) and to a more general analysis of the situation referred to by Morris et al, 
2003). 
In quasi-local, commercialised radio in this study, the impact of the Internet 
on Pirate FM advertising income is not made public, but according to the managers 
of the Community Radio stations, its effect upon such advertising revenue as they 
are able to attract has, thus far, been minimal if there has been any at all. Indeed, 
as Sanders of CHBN indicates, overall income to this operation has increased as a 
result of the sales of advertising on the CHBN website, without any countervailing 
decrease in expenditure by local advertisers on the FM service (Sanders, op.cit). 
COMMERCIAL SALES INFLUENCING PROGRAMMING?  
This chapter is headed “the implications and effects of commerce on quasi-
local radio”, and it would be incomplete without considering the extent to which the 
very existence of commercials as integral components of programming affects the 
nature of programming as a whole. As far as BBC Radio Cornwall is concerned, it 
would be reasonable to assume that there is no such effect, as the station does not 
carry commercial messages as such. Dealing with all three of the Community Radio 
stations in this study, the very reluctance, to which I have referred elsewhere (Part 
One, Chapter 2, page 32), with which the managements of those stations approach 
the need for selling time at all, it would be entirely inconsistent with that reluctance 
if there were evidence to suggest any form of influence by commercials over 
programming. There is no such evidence to be gleaned from the research I have 
undertaken, and from conversations with each of the station managers, where I 
posed this question, the answers were uniform dismay at the very suggestion. (Rogers 
of THE SOURCE FM, Sanders of CHBN, Vanloo of RSAB, conversations in November 
2015, op.cit). While, ironically, as I have indicated elsewhere, Community Radio 
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stations in this study prefer to describe their advertisers as “sponsors”, that 
sponsorship is taken to apply to the operation of the stations themselves, not to any 
programming content. This is true even when, as is the case with THE SOURCE FM, 
thirty-second, or other-length “sponsorship” messages are written, recorded and 
scheduled in a manner not substantially different from what one might see with a 
fully commercial station, and carry recognisably commercial content.  
With Pirate FM, an objective and theoretical view of any medium which relies 
on advertising revenue for its continued operation would tend to conclude that those 
who pay the piper must, surely, be calling the tune. In practice, however, this is not 
the case, certainly in the UK, not least because regulation based on legislation 
specifically precludes advertisers or sponsors from influencing the content of 
programming in Commercial Radio and TV. Beyond the exigencies imposed by law, 
Commercial Radio licensees have always tended to follow a tradition which puts clear 
daylight between programming and commercial content, so that advertisers buy their 
time slots according to time of day and delivery of audiences in general, not according 
to the content of programming. This is certainly the case with Pirate FM, where my 
conversation with Warne, immediately and recently past MD of Pirate FM, confirmed 
that, despite total financial dependence on advertising revenue, there is no 
suggestion that advertisers have any direct influence on programming content 
(Warne, 2015, op.cit).  
Having set the scene and outlined the background for the research which I 
have undertaken in order to address the question posed by the thesis title of this 
project, I can now turn to the research itself, in two parts, after having set out 
methodology and methods employed in undertaking the research:  
First, examining in some detail the respective legislatory, regulatory and self-
imposed obligations under which each of the five stations operate; 
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Second, moving to investigate the extent to which those stations individually 
live up to or comply with the obligations imposed, and to examining the results so 
obtained by comparing the stations against one another. 
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PART ONE 
 CHAPTER 5 
  
 METHODOLOGY AND METHODS 
 
 
THE GATHERING OF DATA 
        As a general observation on the nature of methodology and its underlying 
methods, it became clear to me very early in thinking about the purposes and 
objectives of this project that research methodology comes into play as soon as the 
overall research question is posed in the first attempts at formulating a thesis title. 
The title may be amended and refined several times before it is finally formulated 
(and in this project, that was certainly the case) but that process is heavily influenced 
by the very first research steps taken. The implication here is that methodology and 
the specificity of methods underlying it pervade and are present at every stage of the 
research, and that this is even true when constructing final observations and 
conclusions. At every stage, a test needs to be applied; what am I doing and how and 
I am doing it? Thus, although I have explained my approach to the work in terms of 
three main strands of research (first, textual, then conversational/interviewing and 
finally observational/monitoring) they all constitute elements of a single 
methodology. Finally: Although research methodology, as I have indicated above, 
goes into action from the very first stage of research, I have chosen to consider 
reviews of literature, in terms of the chronological sequence of this document, ahead 
of methodology, as I believe that it makes better sense and for better, more logical 
reading. 
A REMINDER - THE NATURE OF A CASE STUDY 
This research project is a case-study, which is a snapshot of the state of quasi-
local radio in a specified area of Cornwall, taken through a relatively narrow time 
window.  
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In the preceding chapters which make up Part One of this project, I focused 
on purpose, limits, contextual framework and key terms which guided the project.  
This chapter and the remaining chapters in Part Two deal, first, with the gathering 
of textual/documentary evidence of both regulatory and self-imposed programming 
obligations. Next comes the gathering of data by way of monitored and itemised 
output, minute by minute and station by station. Part Two starts with laying out the 
methodology and methods employed in the gathering of all such data. I then examine 
the formal, contractual and regulatory obligations, and I move on to evidence drawn 
from (a) their programming schedules (b) the opinions and comments of station 
managers and (c) a close monitoring of output over typical broadcast days. What 
constitutes typicality in this context is discussed later in this chapter. To complete 
Part Two, I move on to detailed analysis of all evidential data against the purpose of 
this project; establishing to what extent the stations rise to the challenges set by 
their programming and other obligations, and thence to such conclusions as I believe 
I am able to draw from the research evidence as a whole. 
To recap: the following theoretical strands or conceptual instruments guided 
the research, and the overall methodological framework for the project includes:  
1. Existing literature which seeks to explain what does and does not constitute 
one-to-many, mass audience, broadcast radio, positing a set of ideas and tests 
to help establish what constitutes radio, radio-like or simply audio services in 
the digital age, particularly in the context of quasi-local radio.  
2. Theories concerning locality/localness, given that this project concerns itself 
with quasi-local radio and its service to identified, geographically proximate 
localities, exhibiting varying degrees of cohesion within them  
3. Theories concerning community, through the lenses of community in quasi-
local radio, and radio in local communities 
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4. The part played by commerce, in the Commercial and Community Radio 
sectors of the project  
This project employs qualitative analysis, but does not include research into 
the attitudes and preferences of listeners in their respective communities. To conduct 
such research, different, more broadly based ethnographic and market research 
techniques would need to be applied and this would constitute a separate and quite 
different project.  
METHODOLOGY AND APPLIED METHODS 
The methodology I am applying to this research consists of three primary 
methods. The first primary method is Documentary or Textual Analysis and calls for 
the discovery, close reading and annotation of textual information (Pai et al, 2004). 
This has been selected as rational and appropriate because the questions asked by 
the project title and the aims and objectives thus identified, call for the examination 
of relevant, recorded and available written data (Pai et al, ibid). In selecting this 
method, I looked for examples-in-precedent where a similar methodology had been 
employed in researching relevant radio-related PhD projects. I found the following 
two among many other examples: In her doctoral thesis, Wray relied entirely upon 
documentary analysis (Wray, 2008) as did Linfoot, 2011.  
TEXTUAL ANALYSIS 
Textual analysis included an examination of the programme schedules of the 
stations in question, to compare them with overriding obligations and objectives. 
Finally, the five stations were each subjected to intense, minute-by-minute off-air 
monitoring in order to arrive at an analysis of the components of actual programming 
output, leading to a comparison between obligations and intentions on one hand, 
and actual delivery on the other. I looked not only for evidence of the extent to which 
the services delivered by the respective stations in question meet their imposed or 
117 
 
declared objectives, but also to compare the outcomes station-by-station, against one 
another. 
PRIMARY METHOD #1 - DOCUMENTARY/TEXTUAL DATA 
Textual Analysis is described by McKee as “an educated guess at some of the 
most likely interpretations that might be made of a given text” (McKee, 2003, p 1). 
This helped me to produce a comparative disquisition which, in considerable detail, 
demonstrated how each element of the researched textual data could produce (a) an 
overall picture of the state of community service by geographically proximate quasi-
local radio stations in Cornwall, and (b) a more detailed exposition of the similarities 
and differences in the achievement of service to community and, where so required 
or attempted, social gain.  
The first part of the research involved, first, reading and annotation of (a) 
externally imposed legislation and regulation including broadcasting licence 
conditions and (b) internally self-imposed declarations of intent, mission statements 
where they exist, and/or aims and objectives. I emphasise that the project was 
undertaken and the data examined from the point of view of the producers of radio 
programming, not its consumers. The two sets of data ([a] and [b] above) were then 
set against analysis of evidence of delivered content, statistically and contextually.  
Access to documentation for externally imposed obligations was achieved 
through the Parliamentary, regulatory and industry-organisational websites and 
through access to hard copies, where information required is so published and 
available. For internal, self-imposed objectives, access to station-specific relevant 
documentation was available for research, as are programming schedules, presenter 
profiles and such audience research data as was available and relevant to this 
qualitative study. To reiterate: the five radio stations which underwent scrutiny in 
this project are BBC Radio Cornwall, Pirate FM, THE SOURCE FM, CHBN, and RSAB. 
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PRIMARY METHOD #2 - CONVERSATIONAL INTERVIEWS, USING RELIABLE 
PROTOCOLS 
In seeking to add depth, detail and colouration to data obtained from 
documentation, I was influenced by Turner: 
One of the more popular areas of interest in qualitative research design 
is that of the interview protocol. Interviews provide in-depth 
information pertaining to participants' experiences and viewpoints of a 
particular topic. Often times, interviews are coupled with other forms 
of data collection in order to provide the researcher with a well-rounded 
collection of information for analyses (Turner, 2010, p 756). 
 
Jacob and Furgerson helpfully set out several techniques and check-lists for 
the construction of appropriate interview protocols (Jacob and Furgerson, 2012), and 
among these is the one-on-one conversational protocol designed to create a 
contextually relevant method for asking supplementary questions. I used this 
method in conducting interviews, and the transcripts are attached in Appendix 4. In 
the case of Pirate FM, the written questions put to the Programme Controller, and 
his written replies, are also included in Appendix 4.74 
All interviews were audio-recorded and transcribed for later analysis and 
comparison. From this I was able to learn what direction, guidance or instruction is 
given to presenters and how the five stations differ with respect to one another in 
this regard. The interviews in question are all available as MP3 audio files on the 
DVD attached to this document. 
                                           
 
74 It is clear from personal approaches made during April 2015 to politicians and civil servants at the DCMS and 
regulators at Ofcom74 as well as at the BBC, that there was no enthusiasm for voicing opinions or making comments 
beyond what can be found in published and publicly available documentation, covered in Method #1 above. On the 
other hand, four of the five station managers at the five stations under examination in this project were willing to 
comment, in structured conversational interviews, on the work being done by their respective stations in serving 
their listening communities. The exception to this was Pirate FM, where the Managing Director declined requests for 
interviews either with himself or senior colleagues, agreeing only that the Programme Controller would answer 
written questions submitted by me. This was done, but to bolster this particular exercise I interviewed Beverley 
Warne, the one-time Managing Director of Pirate FM who retired from that post relatively recently, in 2013, and who 
is still sufficiently au fait with the operation of Pirate FM to have been able to answer questions put to her. 
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PRIMARY METHOD #3 - STATION MONITORING AND ANALYSIS; TYPICALITY 
My research in this category was informed by the findings and conclusions of 
Bousch et al, 1991, in considering the validity of the results obtained in this project 
by minute-by-minute monitoring of each of the radio stations in question for one full 
broadcast day (07.00 to 22.00), on a weekday, all of the stations being monitored 
during the same week. I was particularly concerned to ensure that the monitoring 
component of the research addressed the matter of typicality and representation. 
Bousch et al (ibid), building on Barsalou, 1999, discuss typicality in suggesting how 
or why a given product or service can be reliably taken to represent a category or 
type, and conclude that, provided clearly identifiable comparative parameters are 
met, representative typicality can be reliably assumed. A particular brand of hair 
shampoo, in their example, would be typical of all hair shampoos, given that, within 
comparative parameters, they are all designed for the same purpose and all contain 
one or other form of detergent. A given London omnibus, also in terms of comparative 
parameters, designated to travel the same route as dozens of other buses which look 
similar, carry the same route number and stop at the same bus-stops, would be 
typical and representative of the genre. 
In radio terms, the structure and output of a given monitored weekday needs 
to be typical of any other weekday, and typical of the same day in subsequent weeks, 
provided that the programmes scheduled for that day closely resemble those for days 
on either side, and for the same day in the weeks that follow. Indeed, this sameness 
is depended upon by listeners who rely on hearing, tomorrow and every day, 
something closely resembling what they hear today at roughly (or sometimes, exactly) 
the same time. In radio parlance, this is described as “formatting” and is employed 
precisely in order to achieve typicality. I have emphasised “weekday” above, because 
radio station scheduling tends to differ as between weekdays and weekends, mainly 
because presenters and producers of programmes are not expected to work seven-
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day weeks. Accordingly, weekend schedules are frequently much less rigidly similar 
and exhibit considerably more flexibility than weekdays. Weekend programme 
content differs substantially from the reliable sameness of weekdays and therefore is 
not typical of the majority of a given station’s output. With a few exceptions which 
do not affect the generality of the rule, presenters of Saturday and Sunday 
programmes are drawn from a cohort different from those who present Monday to 
Friday.76 Of course, weekends themselves can and do develop their own typicality, 
but that would involve a different and additional monitoring task and doing so would, 
I decided, not add anything to the research project. 
STAGNATION VS RELIABILITY 
An interesting rider to the notion of typicality, and the parallel notion of 
listener aversion to change is that there is, particularly in radio, a difference between 
stagnation and reliability (Mason, 2016). If reliability leads to stagnation in 
programming, then perhaps what I have described as “typicality” could be otherwise 
described as “constancy” without invoking stagnation and without diluting the 
validity of my reliance on typicality. 
STRUCTURE OF THE MONITORING EXERCISE 
Relying both on principles of typicality, and upon the principles of market 
research developed originally by Gallup where he demonstrated that sampling is 
reliable provided that the sample is statistically accurately representative of the 
universe under examination, based on stratified random sampling77 (Gallup, 2001), 
I structured the monitoring as follows: 
                                           
 
76 By way of example: PirateFM’s breakfast programme, presented by Neil and Tina, who do not present the show on 
the weekends.  
77 Stratified random sampling is a commonly employed market research technique by which the designer of a 
research project ensures that the sample taken is representative of all relevant strata of the universe (such as all age 
groups between ages X and Y) and that the sample within each stratum is randomised so that biases in any direction 
are eliminated as far as possible (Cochran, 1946). The example usually used is a bag of several types of bean which 
are known to have been thoroughly mixed (i.e. randomised): the sample can be taken anywhere in the bag because 
stratification has been ensured by the mixing, and sample randomisation is ensured by taking a scoop of beans from 
anywhere in the bag. The number of each variety of bean in a scoop will be representative of the numbers of different 
varieties of beans in the bag, usually within a very small margin of error (less than 2%). 
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STATION DAY OF THE WEEK DATE 
BBC RADIO CORNWALL MONDAY 16 NOVEMBER 2015 
PIRATE FM TUESDAY 17 NOVEMBER 2015 
THE SOURCE FM WEDNESDAY 18 NOVEMBER 2015 
CHBN (TRURO) THURSDAY 19 NOVEMBER 2015 
RSAB (ST AUSTELL BAY) FRIDAY 20 NOVEMBER  2015 
 
Time of the year was a factor that also needed to be taken into account in 
terms of typicality. Given that I did not intend to start the monitoring process until 
well into 2015, so that the results would be as recent and as fresh as possible, I 
avoided the summer months when the county’s demographics are, according to 
Cornwall Council, skewed by the arrival of large numbers of tourists and 
holidaymakers (Cornwall Council, 2016). By logical extension therefore, the likely 
summertime programming and listenership patterns to all Cornwall radio stations 
are concomitantly atypical for the purposes of this project, while at the same time 
exhibiting their own seasonal typicality. I also avoided the immediate lead-up to the 
Christmas season, when programming (including commercials) is again skewed by 
the arrival of visitors and by atypical Christmas-orientated content. For these 
reasons, I selected the week of 16th November 2015. I should also point out, as the 
analyses in Part Two, Chapter 3 make clear, that while BBC Radio Cornwall and 
Pirate FM are shown to exhibit day-by-day typicality, the three Community Radio 
stations tend, by contrast, to demonstrate that typicality on a week-by-week basis. I 
asked myself whether further monitoring, on different days of the week and in 
different weeks would be likely to produce results that would be sufficiently different 
as to invalidate the exercise. I concluded, after discussion with each of the station 
managers and according to Crisell, that it would not (Crisell, 1994). The monitoring 
day covered 07.00am to 10.00pm.  
The categories against which each item was placed were the following: 
 Music, abbreviated to … MUS 
 Presenter speech, abbreviated to … PRES 
 Station ID, abbreviated to … ID 
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 Advertisement, abbreviated to … ADV 
 Sponsorship announcement, abbreviated to … SPON 
 Cross-service promotional announcement, abbreviated to … PROM 
 Station own-promotion, abbreviated to …  SOP 
 Public service announcement, abbreviated to … PSA 
 Competition, abbreviated to … COMP 
 News, abbreviated to … NS 
 Weather, abbreviated to … WEA  
 Sport, abbreviated to … SPRT 
 Traffic information, abbreviated to … TRFC  
 Interview, abbreviated to … INT 
 
Within the MUSIC category, each track was noted against a musical genre, as 
follows78: 
 
 MODERN POPULAR, abbreviated to MOD POP (which was to include current 
chart hits, recent chart hits or other tracks from the past five years or so, 
techno, dance, indie, heavy metal, rap, reggae, ska, ragga ... anything which 
was clearly targeted at a predominantly young audience interested in “hot” 
music) 
 
 GOLDEN OLDIE, abbreviated to GOLD (which included hits or other tracks 
from the fifties, sixties, seventies, eighties and early nineties) 
 
 ADULT CONTEMPORARY, abbreviated to AC (which included soft-rock, modern 
ballads, anything relatively modern but which was probably aimed at a slightly 
older listener) 
 
 STANDARDS, abbreviated to STD (which included songs sung by the likes of 
Sinatra, Crosby, Fitzgerald, or instrumentals by the big bands or soloists) 
 
 MUSIC FROM THE SHOWS, abbreviated to SHOWS (which included tracks 
from musical shows of any era) 
 
 ETHNIC, abbreviated to ETHN (which meant anything from India, Jamaica, 
Africa, South America etc etc etc., or anywhere other than mainstream 
generally western music).  This could also include local Cornish music, Irish 
music and so on) NB – if it was a piece by a Cornish band, choir or whatever, 
CORN instead of ETHN was noted. (Note: This category is also sometimes 
referred to as “World Music”) 
 
 Folk music, country-and-western, folk-rock and similar, abbreviated to FOLK  
 
 CLASSICAL, abbreviated to CLAS (which included all types of classical music, 
both serious and light classical 
 
NOTING THE NATURE OF “LOCAL” ADVERTISING  
                                           
 
78 The categories which follow are derived from two sources: those of my own devising such as “Ethnic” and “Shows” 
while others are taken from music-radio nomenclature in use in the UK, the USA, Australia and Canada in particular 
to describe differing music formats and, either obviously or by inference, their target audiences. Where appropriate 
to this project, I have found it useful to adapt them to describe individual music tracks.  
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 Where this was clear, the town or area mentioned, where the advertisement 
was for a specific retailer  
 If a retail advertisement appeared to be targeted at more than one place, all 
places were noted  
 For Pirate FM, the advertisements were generally country wide, but for the 
purposes of this exercise, any split transmissions as between east and west 
were not noted, as I felt that doing so would add nothing to the validity of the 
research results, measured against the purpose of the project and the 
question posed by the thesis title. The only split in Pirate FM transmissions 
concerns commercial messages and local news. All other programming is 
common to both areas. 
I suggest that this research project takes the form of a linear progression of 
questions. From “what are they obliged, or expecting themselves, to do?” … to … 
“what do they say they are doing in published programme schedules and in 
interviews?” … to … “what are they actually doing?” …  to … “how does action match 
intent?” … to … “what conclusions can be drawn from the results?” 
In summary, the research methodology for this project is focused on the three 
tiers of quasi-local radio in this study, applying methods designed to ask and answer 
the following questions: Is BBC Radio Cornwall fulfilling its public service role as part 
of the declared role of the BBC? Is Commercial Pirate FM seeking profits without 
compromising service to its listeners? Are the three Community Radio stations 
fostering social gain and creating social capital? 
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RESEARCH METHODS, CONTINUED 
AN AUDIO EXPERIMENT 
In order either to confirm my suspicions concerning claims of improved audio 
quality offered by DAB, or to allay them, I conducted an experiment which is detailed 
in Appendix 1 to this document. The outcome was sufficiently clear to convince me 
that there was no discernible difference in audio quality as perceived by an ordinary 
listener, between FM and DAB, all other things being equal. 
INVESTIGATION INTO AND REJECTION OF FOCUS GROUP RESEARCH 
At an early stage of the research, I considered the possibility of conducting, at 
minimal cost, structured focus groups, with the object of introducing into the project 
a cross-checking element of listener attitudes to the stations, themed to test station 
programming and service claims against listener perceptions of the achievement of 
those claims. Having established that it was impossible to recruit sufficient listeners 
on the basis of any stratified random sample - or any other basis for that matter – I 
abandoned this approach. 
CONSULTING INFLUENTIAL INDIVIDUALS AND/OR ORGANISATIONS 
Aside from consulting and interviewing local station managers, I conducted 
structured interviews and/or e-mail correspondence with senior executives in both 
the Commercial Radio and the Community Radio worlds, including Ofcom, Radio 
Centre, The Community Media Association, and several respected radio academics 
both in the UK and elsewhere.  
In the next chapter, which marks the start of Part Two, I turn to the textual 
and observational research and then to results obtained.  
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 PART TWO  
  
 ANALYSIS AND INTERPRETATION  
 
 CHAPTER 1 
  
 EMPIRICAL STUDY:  
 TEXTUAL SOURCES  
 
STRUCTURE OF THIS CHAPTER  
A logical cascade of analysis builds out from the methodology discussed in 
Part One, Chapter 5. In this chapter I start with legal and regulatory obligations and 
commitments, the relevant parts of which I have laid out in full for each of the three 
tiers of the quasi-local Radio milieu, viz., public service, commercial and community. 
I then move to:  
a) declared intentions by way of descriptive summaries of programming 
schedules, then to …  
b) descriptive summaries of recorded and transcribed interviews with 
senior executives and/or written questions and answers. From there, I 
go to … 
c) the translation of those intentions into summaries of actual 
programming output from the results of the station monitoring 
research task.  
In this chapter, I lay out the detailed results for a) b) and c) above, filling out 
the descriptive summaries so that the nuances which emerge from the research are 
clear. Note: The research which is at the heart of this project is focused on the 
programming output of the stations in this case study and not on ancillary non-
broadcast extra-mural activity undertaken by station staff in their respective 
coverage areas.  
126 
 
ANALYSIS SEQUENCE 
Each of the five stations is considered, in turn, under the following headings, 
starting with BBC Radio Cornwall, and moving to Pirate FM and then to each of the 
three Community Radio stations 
1. TEXTUAL/DOCUMENT REVIEW  
2. INTERVIEWS WITH MANAGEMENT 
3. PROGRAMMING SCHEDULES REVIEW 
4. MONITORING ANALYSIS 
 TEXTUAL AND DOCUMENTARY REVIEW 
1. Legislative and regulatory documentation where overall programming79 
content is defined by legal obligations imposed upon the management of those 
stations 
2. Internally-generated documentation, where available and relevant, which 
describes the generality of programming intentions and objectives of the 
management 
LEGISLATIVE AND REGULATORY INSTRUMENTS: 
BBC RADIO CORNWALL  
  
THE BBC CHARTER, AS PROMULGATED IN 2006 
 
The BBC’s Royal Charter, as described by the BBC Trust in its Charter and 
Agreement statement is “the constitutional basis for the BBC. It sets out the public 
purposes of the BBC, guarantees its independence, and outlines the duties of the 
Trust and the Executive Board” (BBC Trust, 2016). The previous Charter ran until 
31st December 2016, and during the course of this research project, a good deal of 
public discussion and consultation, together with closed-doors negotiation, took 
                                           
 
79 “Programming” in Radio is used to describe the overall content of a given station, while “programmes” refer to 
specific time periods, usually identified either by being given a name such as “The Big Breakfast” or by being 
associated with the name of a presenter such as “The Bill Smith Show” and scheduled for broadcast during specific 
day-parts. 
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place in the run-up to the renewal of the Charter, which took effect as from 1st 
January 2017, following a draft Charter tabled by the DCMS on 15th September 2016 
and Parliamentary debate. It would not appear that there is anything specifically 
focused on BBC Local Radio. However, the Charter is an empowering instrument, 
general in its application as it affects the BBC as a whole, and one must look beyond 
the Charter itself to subsidiary documentation which deals with Local Radio. 
Although it is not within the remit of this project to speculate in any detail upon the 
new Charter, it is worth taking into account the view of Pauline Causey, Managing 
Editor of BBC Radio Cornwall, albeit expressed as an individual and not on behalf of 
the BBC, that BBC Local Radio is not likely to be affected to any drastic degree 
(Causey, 2015, op.cit). She bases her views partly on the fact that a review of BBC 
Local Radio was conducted by a Radio consultant, John Myers, in 2012 and the 
conclusions at which he arrived were positive and encouraging, despite making one 
recommendation which was greeted by Local Radio Managing Editors including 
Causey, with dismay (Myers, 2012). That recommendation involved cutting costs by 
cutting down on the number of Managing Editors and leaving those still employed to 
manage clusters of up to four stations. This was rejected by BBC management, 
according to Causey, not only because the logistics made no sense in terms of the 
amount of travelling such Editors would have to do, but because (and more relevant 
to this project) such a change would have run counter to the conditions in the Service 
Licence to which I refer below and would have seriously damaged the localness of 
Local stations.  
On 12th May 2016, the Government published its White Paper on the BBC 
Charter, and as anticipated by the Managing Editor of BBC Radio Cornwall, there 
were no immediately obvious proposals which would have any effect on the operation 
of BBC Local Radio stations. The new Charter confirms this view. In response to my 
asking David Holdsworth, Controller of Regions at the BBC on 14th May 2016 
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whether, on the strength of what was then a Government White Paper, he anticipated 
any major change to the structure or management of BBC Local Radio, he replied in 
an email on 20th May 2016, as follows: 
The White Paper is really top level context so apart from the partnership 
proposals with the local news industry … it has no direct or immediate 
impact on our services for local audiences 
 
The White Paper and the subsequent draft Charter confirm that there will be 
no substantive changes to the universal licence fee/tax and that a new Charter will 
safeguard the BBC’s income from that source until 2028 (Government White Paper, 
May 2016 and Draft Charter, September 2016). However, it is also clear that the 
Government is expecting the BBC to exercise much tighter control over expenditure. 
Given that BBC local radio accounted for £154 million of the total BBC Radio budget 
of £653 million, or almost 24%, (Fig 6, below) making it, at first glance, the most 
expensive of BBC Radio’s operations (Daily Telegraph, 2016), it would be foolish to 
assume that BBC Local Radio will be immune to cost-driven changes in one form or 
another at some point, possibly in the near future. However, a figure of £154 million 
for running 40 radio stations (an average of well under £4 million per station) does 
not appear to be excessive. In the case of BBC Radio Cornwall, which, according to 
RAJAR, consistently reaches in the region of 33% of the 460,000 adult population of 
Cornwall, or 152,000 adults, the cost per person reached would be roughly £27 per 
year, or 7.4p per day (RAJAR, Q2, 2016; Cornwall County Council, 2016, 
[https://www.cornwall.gov.uk]).  
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FIG 6 
BBC Radio budget, by sectors 
Source: BBC Report and Accounts, 2015, via Daily Telegraph 2016 
 
It is also perhaps significant that the White Paper calls for BBC distinctiveness 
throughout the Corporation’s programming, without any concomitant suggestions as 
to what this means or how it should be achieved. It can therefore only be a matter of 
speculation as to how this might impact upon BBC Radio Cornwall, if at all. It would 
not be surprising to discover that Causey, BBC Radio Cornwall’s Managing Editor, 
at least on the strength of her statements in her interview with me (Page 169), would 
claim that BBC Radio Cornwall is already distinctive with its focus on Cornwall, 
whether or not that also proved localness. 
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BBC LOCAL RADIO SERVICE LICENCE, 2014 
The BBC Trust, which is currently the governing body of the BBC80 issued a 
statement in 2014 which reconfirmed the basis on which all BBC Local Radio 
stations, of which there are thirty-nine, are licensed. The preamble to the full re-
statement of the licence reads as follows:  
This service licence describes the most important characteristics of 
BBC Local Radio, including how it contributes to the BBC’s public 
purposes. Service Licences are the core of the BBC’s governance 
system. They aim to provide certainty for audiences and stakeholders 
about what each BBC service should provide.  
 
The Trust uses service licences as the basis for its performance 
assessment and as the basis for its consideration of any proposals for 
change to the UK public services from the BBC Executive. A service 
may not change in a way that breaches its service licence without Trust 
approval. The Trust presumes that any proposed change to a stated 
Key Characteristic of a licence will require it to undertake a Public 
Value Test. Should it decide not to carry out a Public Value Test before 
approving any such change, then it must publish its reasons in full. 
(BBC Trust, 2014, p 1). 
 
 
The statement goes on, in Part 1, to define the Key Characteristics of the 
service, and for the purposes of this project, the wording of the Remit lies at the core 
of what a BBC Local station is obliged to do. The Remit reads as follows: 
The remit of BBC Local Radio is to provide a primarily speech-based 
service of news, information and debate to local communities across 
England. Speech output should be complemented by music. The target 
audience should be listeners aged 50 and over, who are not well-served 
elsewhere, although the service may appeal to all those interested in 
local issues. There should be a strong emphasis on interactivity and 
audience involvement (BBC Trust, ibid). 
 
The aims and objectives include the following phrases: 
  
                                           
 
80 One aspect of discussions concerning the Charter renewal involved debate on the future of the BBC Trust, up to 
and including whether it should continue in its current role, or be replaced by some other body. Ofcom, the UK’s 
communications regulator, had no remit and no powers with respect to the BBC, and in some quarters this is seen 
as an anomaly in the new, digitally-driven communications marketplace, where convergence was supposed to be the 
guiding principle. Others, however, including Sharon White, Ofcom CEO, have expressed the strong view that Ofcom 
“lacks the competence to take over the governance of the BBC” (Sherwin, quoting White, 2015) while a Guardian 
article reported a BBC Trust member, Alex Towers, as saying that “The BBC is consistently held to a different 
standard on accuracy and impartiality than other broadcasters” (Guardian, 2015). Despite this, the Government 
favoured handing general oversight of BBC programming content to Ofcom, while doing away with the BBC Trust in 
favour of a company-like Board of Directors. 
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 … high quality, original, challenging, innovative and engaging …  
 … local appeal …  
 … nurture UK talent … 
 … relevant and act as a trusted guide to local and other issues … 
 … champion the local area … 
 … reflect the diversity of communities served … 
 … presentation style and tone should encourage participation … 
 … offer listeners the opportunity to contribute …  
      (BBC Trust, 2014, p 2) 
 
David Holdsworth, Controller, English Regions at the BBC, whose 
responsibilities include Local Radio, sent a letter to all Local Radio staff on 17th July 
2015, which included the following, 
 
local Radio provides a crucial and unique public service. No-one else on 
the dial can get close to the way you keep people in touch with where 
they live (my italics). Research reinforces that our listeners recognise 
that, but what they cherish most are our personalities and our friendly 
tone. Our conclusion is that we are at the point where we need to 
reinforce our role as a companion - with presenters and output that 
will cheer you up as we involve you in local life. Put simply we need to 
avoid stifling the personality in our output, while continuing to inform, 
champion and challenge (Holdsworth, 2015). 
 
Holdsworth can be allowed a certain amount of motivationally inspired 
hyperbole, in suggesting that BBC Local Radio alone “can get close to the way 
you keep people in touch with where they live”, but it is hyperbole 
nevertheless, and not true whatever he claims from research, because 
Community Radio can make an equally, if not more, compelling case in this 
regard. Specifically, Holdsworth might have some difficulty in justifying his 
position if he were to compare BBC Local Radio to Community Radio, where 
Key Commitments alone (to which I refer later, in detail) place “keeping people 
in touch with where they live” as he puts it, at the core of Community Radio’s 
raison d’être. Leaving aside the assumption he makes as to what is meant by 
“where they live” in referring by implication to BBC Radio Cornwall, a station 
which covers the whole of Cornwall, he might well be right in comparing BBC 
Local radio as a whole with increasingly consolidated and networked 
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Commercial Radio. As Starkey has suggested, what used to be Local 
Commercial Radio is “live and local no more” (Starkey 2011, op.cit).  
Nonetheless, while a letter to staff hardly constitutes the imposition of strictly 
legislative or regulatory conditions on the operation of BBC Local Radio, a clearly 
worded directive from the Controller serves to reinforce the positioning of BBC Local 
Radio (and, of course, this includes BBC Radio Cornwall) in terms of what is expected 
by way of programming output from those stations.  
In summary, from a legislative and regulatory standpoint, where the 
appropriate sections of such instruments apply to the programming content of the 
station, BBC Radio Cornwall’s obligations and intentions are clear as to what is 
expected of the station in providing quasi-local public service radio to its audience. 
Whether these expectations are being met is discussed in the analysis of programme 
schedules and station monitoring in the next chapter. 
LEGISLATIVE AND REGULATORY INSTRUMENTS:-  
PIRATE FM 
What used to be Local Commercial Radio and is now Commercial Radio has 
its legislative origins in 1972, when the Sound Broadcasting Act was promulgated to 
allow for the introduction of Independent Local Radio (ILR). At the same time, and 
within that Act, the then Independent Television Authority was changed to become 
the Independent Broadcasting Authority (IBA). The “independent” nomenclature was, 
as Stoller points out, introduced by Parliament as a matter of “conscious intent” 
(Stoller 2010, p 5) in order, as I have indicated on page 49, to distinguish the new 
Radio services as being independent of the BBC. As Stoller goes on to say,   
The political centre still had no room for unrestrained commercialism 
in broadcasting. Instead, they legislated for local public service radio, 
funded by advertising (but not sponsorship), and with a detailed set of 
statutory obligations (Stoller et al, op.cit, p 5) 
 
The “public service” remit then imposed upon ILR left very little, in terms of 
programming content, to chance or to the whim of successively licensed ILR station 
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operators. Until at least 1990, when things started to change in ILR, all IBA licensed 
Radio stations included, in their programme schedules, speech content which 
involved long news bulletins, documentaries, phone-ins, and what were referred to 
as “features” which covered general speech programming and which could not 
otherwise be categorised. As far as music was concerned, every ILR station was 
expected, indeed required, to broadcast a wide range of musical genres which 
included classical music, jazz, country-and-western, rock, folk and more - including 
so-called “ethnic” music.  
Stoller et al explain, and even appear to support, this strict, even heavy-
handed, regulatory approach, as follows:   
We take the view that the obligations imposed by ILR’s public service 
remit had a positive effect on ILR’s content quality. The IBA’s regulation 
obliged broadcasters and producers to hone their production and 
programme research skills in a manner which was intended to match 
so far as possible the BBC’s approach to programme-making (Stoller et 
al, ibid, p 6). 
 
At the time and for some time afterwards, ILR stations were providers of 
programming to transmitters owned and operated by the IBA, which had the power 
to turn off the transmitters in the case of serious and/or repeated licence 
infringement. History indicates that they never did so, but the operators of ILR 
stations, enjoying Commercial Radio monopolies in their respective coverage areas, 
were in no way anxious to jeopardise their lucrative businesses by failing to meet 
licence conditions.  
As the then Director of Radio at the IBA, John Thompson, put it in 1976: 
On the independent broadcasting side, there is common ground for 
believing that one of the most fruitful areas for broadcasting 
development is for local radio throughout the UK on an independent 
and self-financing basis (my italics) (Thompson, 1976, in Stoller, ibid). 
 
But Commercial Radio in the UK has changed almost beyond recognition, and 
where there was “no room for unrestrained commercialism in broadcasting” as 
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Stoller put it, there is, in 2016, very little by way of such regulator-imposed restraint. 
Instead, station owners and operators are now left to follow their own consciences 
and self-imposed restraints upon the commercial component of their programming. 
In 1976, the meaning of “independent” in ILR still had echoes of independence 
from the BBC. Later, this could be taken to mean independently owned by 
shareholders with demonstrable and dedicated connection only to the respective 
licensed coverage areas, until even this form of independence has, bar a few 
exceptions, largely disappeared under consolidation of ownership and centralised 
networking. That said, it is important to point out that Pirate FM, although wholly 
owned by its nationally-based parent company UKRD Ltd., is such an exception to 
the march of consolidation. It retains its independence of programming, given that 
this Cornwall-based station originates all of its programming from its Redruth 
studios and is not broadcasting content networked from elsewhere, except for one 
networked pop music chart show once a week. A recent development within UKRD 
was the appointment of a Group Head of Music, Chris Howell. How this appointment 
has affected the music content of Pirate FM is unclear, but the responsibilities of the 
Pirate FM Programme Controller, Neil Caddy, do not appear to have been curtailed, 
as he confirmed to me in an e-mail on 15th May 2016. As to whether this station was 
at the time of the monitoring task, retaining its “local” connection to its Cornwall 
target audience, will become clear in the analysis of the station monitoring later in 
this document.  
In August 2015, Ofcom issued a statement concerning what it described as 
“localness guidelines”. In referring to this, and using Ofcom’s own words, I am not 
seeking to re-open the discussion on what constitutes localness (Part One, Chapter 
3) because the contextual placement of Ofcom’s use of the phrase is clear. In the 
preamble, Ofcom says the following:  
Legislation requires Ofcom to secure that local Commercial Radio 
stations provide an appropriate amount of: 
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• programmes including local material; and 
• locally made programmes 
 
and to provide guidelines as to how the above requirements should be 
met. 
 
These are the required guidelines. They set out Ofcom's general policy 
in relation to these localness requirements and how we are likely in 
most cases to apply them to local stations (Ofcom, op.cit). 
 
The statement goes on to say: 
 
Localness is not an issue for all stations, but where it is required by a 
station's licensed Format81, it should be informed by these guidelines. 
These guidelines are not rules as such, but they outline the sort of 
considerations that may come into play if it becomes necessary to 
investigate a station's localness output (Ofcom, ibid.  
 
The relevant Format section of the licence as it applied and still applies to 
Pirate FM is set out below. In summary, and for the purposes of this project, the 
programming format for Pirate FM calls for the following: 
PIRATE FM FORMAL FORMAT 
“A LOCALLY ORIENTED82 BROAD MUSIC AND INFORMATION 
STATION FOR CORNWALL 
The brief overriding formal format details are set out as follows: 
Licensed 
area 
Cornwall area (as in Ofcom 
advertisement) 
Frequency 102.2 and 102.8 MHz 
Service 
duration 
24 hours 
Locally-
made 
hours 
At least 10 hours a day during daytime 
weekdays (must include breakfast). 
At least 4 hours daytime Saturdays and 
Sundays. 
Local news 
bulletins 
At least hourly at peaktime weekdays 
and weekends. Outside peak, UK-wide, 
nations and international news should 
feature. 
 
 
 
                                           
 
81 Station Format consists in the totality of programming undertakings which were made by an applicant for a 
Commercial Radio licence, and to which the regulator insisted that the operators, once licensed, had to stick, as the 
Format was part and parcel of the licence. However, in February 2008, Ofcom issued detailed new guidelines with 
respect to the procedure for changing formats, which is allowed under Section 106 of the Broadcasting Act 1990. 
Although these new guidelines have not, so far, been applied by Pirate FM, which has retained its format since first 
licensed, the guideline are available for scrutiny at:  
http://stakeholders.ofcom.org.uk/broadcasting/radio/formats-content/about-formats 
82 This a direct quote from Pirate FM literature. For some reason, this British radio station uses the American 
version of “orientated”. 
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SHARED ARRANGEMENTS (IF APPLICABLE) 
 
Co-location No Arrangements 
 
Programme 
sharing 
No Arrangements 
 
 
DEFINITIONS 
 
Speech / 
Music 
Excludes advertising, 
programme/promotional trails & sponsor 
credits  
Peaktime Weekday breakfast and drivetime, and 
weekend late breakfast 
Daytime 0600 to 1900 weekday and weekend 
Locally-
made 
Production and presentation from within 
the licensed area 
 
MCA83 population: 483,401 (adults 15+
  
Licence number: AL 136-2”  
(Pirate FM, op.cit) 
 
Significantly, there is no mention in the Format as set out above, of the target 
audience at which Pirate FM was aiming its programming mainly through its music 
content. This station, as was the case with many others, was allowed to describe its 
programming Format in the broadest of terms so that it did not tie itself down too 
tightly (Stoller, 2011, op.cit). “Broad music and information” could mean almost 
anything and left the way open for Pirate FM, had it wished to do so, to change the 
generality of its programming approach by merely requesting a change to its Format 
and notifying the regulator84. More recently, Pirate FM has taken to describing its 
music output as “Real Music Variety.” On the station’s Public File, which is updated 
on a regular basis according to the station’s Programme Controller, a typical mix of 
music might appear as follows:  
                                           
 
83As Lister clarifies, MCA is “Measured Coverage Area.” The Total Survey Area (TSA) is the area within which a 
station's audience is measured. Unlike the Measured Coverage Area (MCA) used by Ofcom, which is derived from 
calculations or measurements of actual signal strength, stations may choose their own TSA” (Lister, 2009). 
84 It now seems clear (as of February 2017) that the DCMS is intent on “removing the legislative shackles on 
Commercial Radio”, which will mean an even lighter regulatory touch than is currently the case (DCMS, February 
2017, press release). 
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Music: 
Pirate FM plays a melodic adult contemporary style of music which 
allows us to play a big variety of songs. There are categories that 
represent music from the 60's, 70's, 80's, 90's and the 2000 decades, 
as well as recurrent songs and the latest ‘playlisted' music which 
highlights the most popular music of today85. An example of a typical 
(workday) hour is as follows: 
 
• Michael Bolton - How Can We Be Lovers 
• Wiz Khalifa/Charlie Puth - See You Again 
• Bonnie Tyler - Holding Out For A Hero 
• James Bay - Hold Back The River 
• Beats International - Dub Be Good To Me 
• Taylor Swift - Shake It Off 
• Bruce Hornsby & The Range - The Way It Is 
• Jason Derulo - Want To Want Me 
• Avril Lavigne - Sk8er Boi 
• Hozier - Someone New 
• Michael Jackson - Man In The Mirror 
• Pink/Fun - Just Give Me A Reason 
• Blur - Country House 
• Scissor Sisters - I Don't Feel Like Dancing 
 
(Source: Pirate FM Public File, January 2016). 
 
The extent to which this constitutes “real music variety” must be set against 
the station’s declared target audience which falls within the claimed demographic 
age group of “15-plus”. In fact, as detailed analysis of RAJAR audience research bears 
out, it is somewhat disingenuous of Pirate FM to claim such a wide range, because 
it is clear that there is a marked drop-off in audience numbers in the age groups 
beyond 45 (RAJAR, Q4, 2015 and RAJAR reports over at least 10 years). This is 
supported by the interview with Warne (see Part Two, Chapter 2) who describes the 
target as follows:  
 
The key demographic, you are looking at roughly 25 to 55-ish.  And it 
has a slight female bias so you'd be looking at late 30s, female, probably 
a couple of children (Warne, op.cit). 
                                           
 
85 The Pirate FM Public File also says the following: “Pirate FM listeners choose the music we play. We recognise 
that playing the favourite music of our listeners is very important so for this reason we have The Soundcheck. On a 
regular basis, our members are invited by email to take part in a music survey where they get to hear the ‘hooks' of 
a selection of songs. A member of the Soundcheck has the chance to say whether it is a song they love, like or dislike. 
and are even asked whether it is heard too much or too little. We react accordingly by using this data to decide 
whether certain songs should be played or not, or whether their rotation should be reduced...or indeed in some 
instances, increased” (Pirate FM, 2016). 
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The above list of music tracks may constitute variety in music for the target 
audience, but the claim of variety as a whole, across the spectrum of all music, is 
not sustainable. Further, the station’s music is described in its own words as “Hot 
AC” (Hot Adult Contemporary) which may or may not be on all fours with “real music 
variety”. Seen through the lens of the most recent RAJAR quantitative audience 
research, this station’s core listenership falls with clear predominance within the 15-
34 demographic (RAJAR, Q4, 2015, Q1, 2016). It is logical to conclude that the music 
output of the station is designed to appeal to its core audience, as is the non-music 
content, and that this policy is producing the desired result.  
The matter of core audience and the connection between station programming 
policy and that target audience, poses the question as to which came first. In 
Commercial Radio, applicants for FM licences were required to demonstrate that they 
had done local research in sufficient depth to demonstrate where a gap lay in quasi-
local radio, meaning where an audience lay which was not being served and how 
they proposed to fill that gap. This is made clear in the guidance notes for applicants 
issued by the IBA in 1973 (IBA archive, 1973) and later by Ofcom after 2004 when it 
replaced the Radio Authority (Ofcom, 2004). That in turn led to the requirement to 
describe the composition of the formal programming Format as part of a licence bid, 
to which I have referred earlier, but no radio station, at the outset of broadcasting 
can absolutely guarantee that the audience it hopes to attract will be the audience 
actually attracted, whatever prior research may have indicated. Radio, as is the case 
with any medium of mass communication, is both an art and a science (Latour et al, 
1998) and the artistic element of creativity (or lack thereof) which must form part of 
the output of any station will be a major contributory factor in attracting an audience 
(or failing to) whatever the scientific elements of market research and theory might 
try to foretell. Accordingly, it is surely not a matter of a ready-made target audience 
being “out there” ready to tune in. The new radio station must create that audience, 
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and that goes hand in hand with any hard and fast policy, setting out intentions. 
Once that station has been in operation for long enough for tracked audience 
measurement over, perhaps, twelve months, to make clear the numbers and 
demographic make-up of the audience, can a station claim to be doing what it 
promised to do - or for the numbers to demonstrate that it is not doing so. 
Subsequently, either it sticks to its successful programming policy or it applies to 
Ofcom for a change to its Format if it can show that it needs to do so for commercial 
reasons. ILR stations have not always been immediately and/or permanently 
successful in attracting audience and thence commercial revenue. Several stations 
have applied for, and received Ofcom permission to change Format. It is not within 
the remit of this project to go into detail, but according to Ofcom, 23 stations, for 
example, applied for and received permission in 2015, twelve of them for “changes to 
the character of the service”. Reports on years previous to 2015 show a similar 
pattern (Ofcom, 2014, 2013, 2012, 2011, 2010). However, even though it has not 
applied for any changes to its service, the analysis of results of the monitoring task, 
detailed later in this document, throws light on the relationship between what Pirate 
FM claims to be delivering against its regulatory obligations and what it actually 
delivers to its core 15-34 core audience.  
LEGISLATIVE AND REGULATORY INSTRUMENTS:  
COMMUNITY RADIO 
The empowering legislative starting point for Community Radio in the UK 
came with the Community Radio Order of 2004, promulgated by way of Modifications 
to the Broadcasting Act 1990 and to a lesser extent, affecting only some clarifying 
wording, amendments to the Broadcasting Act 1996. Article 3 of the Community 
Radio Order lays out the characteristics of a Community Radio station.  
A précis of that section: 
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 (A Community Radio station must be) primarily for the good of members 
of the public  
 (A Community Radio station must deliver) social gain  
 The person86 providing the service … (must not) do so in order to make 
a financial profit by so doing 
 Any profit that is produced in the provision of the service wholly and 
exclusively (must be used) for securing or improving the future 
provision of the service 
 Members of the community it is intended to serve (must be) given 
opportunities to participate 
 The person providing the service (must make) himself accountable to 
the community 
 
Perhaps the most significant words in Article 3 are those which require a 
Community Radio station to foster or create social gain, and for the purposes of this 
Order, Parliament went into some detail in attempting to define social gain, as 
follows, in Article 2 (2), under “interpretation”.  
In relation to a community radio service, “social gain” means the 
achievement, in respect of individuals or groups of individuals in the 
community that the service is intended to serve, or in respect of other 
members of the public, of the following objectives— 
(a)   the provision of sound broadcasting services to individuals 
who are otherwise underserved by such services, 
(b)   the facilitation of discussion and the expression of opinion, 
(c)   the provision (whether by means of programmes included in 
the service or otherwise) of education or training to individuals 
not employed by the person providing the service, and 
(d)   the better understanding of the particular community and 
the strengthening of links within it 
 
Going on from there, Article 2 (3) sets out what it calls “other objectives of a 
social nature” as follows: 
a) the delivery of services provided by local authorities and other 
services of a social nature and the increasing, and wider 
dissemination, of knowledge about those services and about 
local amenities; 
b) the promotion of economic development and of social 
enterprises; 
c) the promotion of employment; 
d) the provision of opportunities for the gaining of work experience; 
e) the promotion of social inclusion; 
f) the promotion of cultural and linguistic diversity; 
g) the promotion of civic participation and volunteering. 
                                           
 
86 The Order refers to the “person” throughout, and although there is a separate Article which describes the 
characteristics of a fit and proper person, the meaning of “person” in this context includes a corporate body, which 
is a “person” in law. Most Community Radio stations are incorporated as CICs (Community Interest Companies). 
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Of significance for the purposes of this study, in a careful reading of the above 
two Articles, is the absence of any attempt by Parliament to circumscribe the 
programming content of Community Radio stations, recognising that they would by 
their nature be diverse and, it was hoped, reflective of the respective communities 
served. Also significant is the fact that the Order made no attempt to distinguish 
between homogenously geographical hyper-local communities and what became 
known as “communities of interest”. For the latter such stations, geographical 
cohesion either played no part at all or, in terms of geographical location, came to 
mean the provision of programming relevant to language, ethnic or other groups 
living within, or scattered within, large urban conurbations such as London or 
Glasgow. That said, it is clear that Parliament intended, and the legislation still 
requires, a Community Radio station, licensed to broadcast on FM, to be a service 
restricted in its coverage to a specific area, even if that area is a large urban 
conurbation.   
What Parliament could not legislate for, nor Ofcom regulate, is the extent to 
which Community Radio stations, whether targeting cohesive geographically 
proximate listeners or communities of interest, are now able, using Internet 
streaming, to appeal to listeners anywhere in the world. As I have indicated in Part 
Two, Chapter 2, the most apparently parochial of Community Radio content seems 
to appeal to some far-flung listeners who have historical and/or family connections 
in the area covered by a given Community Radio station - or simply an interest in, 
or curiosity about, the area. What a Community Radio station is not expected to do 
is tailor its output deliberately to appeal to listeners outside its licensed coverage 
area. Doing so would run contrary to the requirement to create local social gain and 
social capital, and also contrary to the Key Commitments which form part of a 
Community Radio station’s licence. A marginal but possibly significant factor could 
be the extent to which a quasi-local community could be held to “gain” from 
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developing links with far-flung listeners, but this it would be difficult to construe as 
direct gain to the community for which the licence is issued under Community Radio 
regulation.  
By comparison with the restraints placed on Commercial Radio stations under 
their Ofcom licences it is clear that Parliament intended licensed Community Radio 
- indeed all mass communications media regulated under its remit - to be regulated 
by Ofcom with a “light touch” (Livingston et al, 2003; Communications Bill, 2002). 
The way this works out in practice and in terms of programming content, is that 
Commercial Radio stations must, at least in principle, adhere to their published 
Formats, while Community Radio operators are not required to construct Formats 
as such. It could be argued that the difference between formalised Commercial Radio 
Formats and Community Radio Key Commitments is merely a matter of length of 
wording and semantics, but that would be to overlook the intent of Parliament to 
create a tighter link in Community Radio between the server and the served than is 
the case with Commercial Radio - and to create a clearly identifiable third tier of 
radio in the UK.  
As with all public media, Community Radio is subject to statute and common 
law which deals with defamation, incitement, prejudice and similar anti-social 
behaviour, but Community Radio opens the door, at least partially, to the expression 
of “alternative” views and comment. Alternative, in this context can turn out to be 
deliberately anti-establishment, borderline anarchic and existentialist and if the 
legislative provisions are given a wide interpretation by the management, this works 
to encourage a given station to do what Article 2 (2) b of the Community Radio Order 
says it should do, viz., facilitate discussion and the expression of opinion. Provided 
that Community Radio stays within the general legal bounds as indicated above, and 
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within the Guidelines issued by Ofcom in this context,87 there is no reason to suppose 
that Community Radio station managers will actively avoid controversy. 
Presenters on Community Radio stations are volunteers, drawn from many 
walks of life, every social stratum, every (usually adult) age group and any number 
of minority groups as well. Community Radio stations, certainly those in this case 
study, actively open their studios, for example, to LGBT88 groups; to those with 
controversial views on climate change and religion; to those representing the 
homeless, the physically, mentally and financially disadvantaged, among many 
others whose views are not “mainstream”, and who speak specifically on behalf of 
residents of communities within the coverage areas of their Community Radio 
stations. As to whether BBC national stations or Commercial Radio networked 
stations attend to the broadcasting needs of minority groups, such programming on 
those stations is probably uncommon89, and the words of Matthew Rogers, station 
manager at THE SOURCE FM, are helpful: In a recorded interview on 17th September 
2015 and which is set out in full in Appendix 4, he says: 
The difference between what a national station might do for ethnic and 
other minorities and what we would do as a very local station, is that 
we can’t, and we don’t, hide from controversial or non-mainstream 
issues on the basis that ‘these things happen a long way from here’.  
 
National legislative and regulatory instruments which cover the operation of 
Community Radio stations are, of necessity, generalised and intended to be 
empowering rather than restrictive. As Stoller points out, and to paraphrase a 
                                           
 
87 As Ofcom spells out in its guidance notes on the legislation, “Guidance is provided to assist broadcasters in 
understanding how Ofcom will usually interpret and apply the Broadcasting Code. The Guidance to Section Six 
should be read in conjunction with Section Five: Due Impartiality and Due Accuracy and Undue Prominence of Views 
and Opinions, and the accompanying Guidance to Section Five. However, Ofcom considers each case on its facts. If 
circumstances require, Ofcom may adapt its Guidance, as appropriate to the case. (Ofcom, Issue Six: 11th March 
2016). 
88 Lesbian, Gay, Bisexual and Transgender 
89 Short of examining the schedules of all such stations, one can reasonably work on the assumption that they seek 
to maximise audiences where Community Radio does not, and while the former would tend to look for maximum 
mass appeal in programming most of the time, the latter might be able to be more adventurous and more inclined 
to look to minority interests.  But for the purposes of this project, I have to be more concerned with what Community 
Radio does do, rather than what the other tiers of radio do not. 
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description he uses in explaining DAB, licensed and regulated Commercial Radio 
was created “by them for us” as a top-down medium, right from the start (Stoller, 
op.cit). In contrast, Community Radio grew out of grass-roots demand for genuinely 
quasi-local, alternative radio services, and the empowering legislation reflects this 
bottom-up pattern in legitimising what started life in many cases as unlicensed, low-
power FM “pirate” stations”. 
“PIRATE” BROADCASTING - A BRIEF HISTORY IN CONTEXT 
The Pirate Radio Ships of the 1960’s, which are credited with creating the 
demand for an alternative to the BBC, were, for a time, de facto if not de jure British 
Commercial Radio but most of their operators never intended that they should be 
heavily quasi-local in character or programming output, mainly because they were 
seeking to maximise audiences for sale to big-spending advertisers, usually through 
their advertising agencies. They were certainly not the forerunners of Community 
Radio. Indeed, their Medium Wave transmitters were powerful enough to reach large 
swathes of the country and did so, particularly after dark when the Heaviside Layer 
effect in the ionosphere makes it possible for medium frequency propagation to be 
reflected from that layer in the upper atmosphere and travel well beyond the horizon 
(Appleton, 1932). This phenomenon derives from the property of electro-magnetic 
waves, where the angle of incidence to a reflective surface equals the angle of 
reflection therefrom, as light would behave if projected at a mirror (The Law of 
Reflection). 
Even before that, in the pre-World War Two era, Radio Normandie and Radio 
Luxembourg, both commercial stations, had started the process of offering listeners 
in south-east England an alternative to the BBC, and here too, there was no attempt 
to be quasi-local. When mainland-located, Commercial Radio did come to Britain, it 
was by means of permission granted by Parliament, and differed substantially from 
its unofficial Commercial Radio predecessors by being licensed and regulated as 
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Local Commercial Radio. Taking into account all of the Pirate Ships90, as well as 
Normandie and Luxembourg, there were never more than nine such off-shore 
stations (Skues, 1994) plus the two based in France, while according to 
thepiratearchive.net, “pirate” Community Radio stations came into existence in their 
dozens before Parliament legislated many of them into formal and licensed existence 
in 2004 (www.thepiratearchive.net, 1999-present). 
It would be remiss to fail to mention, in this context, Manx Radio, which 
commenced broadcasting in 1964 from Douglas, Isle of Man. That station, still very 
much in existence today, some 50 years later, was the first British land-based 
commercial radio station, first licenced by the British Post Office under the unique 
relationship between the Government of the Isle of Man and the British Crown where. 
the Isle of Man was described as “an appurtenance of The Crown”. Manx Radio was 
no “pirate” station, and the circumstances which brought about its formally licensed 
existence were entirely unlike anything pertaining elsewhere at the time. The 
significance of Manx Radio lies not only in the fact that it was licensed as a 
commercial station, but in its hyper-locality; what we would now think of as a 
community station serving the population of the Island. When the British 
Government came to consider the possibility of allowing Commercial Radio to come 
into existence, the then Shadow Postmaster General, Paul Bryan (later Sir Paul) after 
visiting the Island in 1967, made it known that the successful localness of Manx 
Radio could serve as an example - almost a template - for a future Commercial Radio 
industry if the Conservative Party were to win the next General Election. It did win, 
and when the Conservative Government later empowered Commercial Radio on the 
                                           
 
90 Offshore stations, operating from ships beyond the British territorial waters were:  
Radio Caroline North, Radio Caroline South, Radio 270, Wonderful Radio London, Radio Atlanta, Swinging Radio 
England, Radio Scotland, Radio City Radio 390, Radio North Sea International 
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mainland UK, it was described as Independent Local Radio, and this was designed 
to mean what it said.  
As General Manager of Manx Radio at the time, I was party to several personal 
conversations between Richard Meyer, Chairman of Manx Radio and Paul Bryan, 
and records of such conversations are in a personal archive, which I hold, of Richard 
Meyer’s correspondence and memoranda. The late Richard Meyer was my step-
father. 
THE PERSISTENCE OF “PIRATE” RADIO 
Although there is no evidence to suggest that this is the case in the area of 
Cornwall covered by this project, Ofcom is still in a constant battle, particularly but 
by no means exclusively in the London area, to shut down so-called “pirate” 
Community Radio stations where the operators are still using ultra-low power 
transmitters on unlicensed FM frequencies (Ofcom, 2015). As regular bulletins from 
Ofcom disclose, as fast as these stations are shut down, they reappear, from different 
premises and on different frequencies (Ofcom, 2015). Of interest in this context is 
the fact that those “pirate” stations which persist in using FM Radio could avoid all 
clashes with the law by using the Internet and only the Internet. Either the operators 
have concluded that insufficient numbers of their target audiences have access to 
the Internet via computer equipment, or that live streaming is too expensive, or they 
are simply caught up in the endless fascination with “proper” radio - or all of the 
above. 
Whatever the explanation, the law in general is constantly scrambling to keep 
up with social and cultural development (Dyson, 2013). The growth of, and the 
growing demand for Community Radio is no exception. Legislation and regulatory 
instruments, the latter in particular, covering broadcasting, are subject to 
amendment on a regular basis, as can be seen from the number of guidelines and 
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similar documents published by Ofcom each year and, even more specifically, the 
number of applications received and licences awarded for Community Radio stations.  
We can now turn to what is perhaps the most important documentation 
governing the behaviour of Community Radio stations, viz., the Key Commitments, 
which each applicant is required to spell out and which, if the applicant is awarded 
a licence, form the basis by which Ofcom ensures, during the licensed period, that 
the licensees are providing the service they undertook to provide. 
REVIEW OF THE KEY COMMITMENTS BY OFCOM 
On 29th July 2015, Ofcom issued a consultation document calling for 
responses to a review of the approach to Community Radio Key Commitments, and 
in the preamble says the following in paragraph 1.2: 
The legislation [Community Radio Order 2004 (the Order)] includes the 
requirement for each licence to include conditions that appear to Ofcom 
to be appropriate for securing that the character of the licensed service, 
as proposed by the licence holder in its application, is maintained 
during the period of the licence. We describe these character of service 
obligations in a community radio licence as the ‘Key Commitments’. 
The Key Commitments are used by Ofcom in making licence award 
decisions. Once a service is broadcasting, they are used to ensure that 
stations continue to deliver a service that is consistent with the 
characteristics specified in legislation and in the application. The 
legislation allows Ofcom to approve changes to Key Commitments 
provided certain specified criteria are met” (Ofcom, 2015). 
 
The consultation paper then goes to say, in paragraph 1.3. 
 
 “Ofcom’s approach to drawing up each service’s Key Commitments has 
evolved over the ten years since we started licensing community radio 
services. We moved away from our initial approach whereby Key 
Commitments were drafted by Ofcom based on a description of the 
planned service in licence applications, to an approach whereby 
community radio applicants write their own Key Commitments as part of 
their application” (Ofcom, 2015, my italics).  
 
On 3rd March 2016 Ofcom issued a statement which confirmed that the 
amendments proposed and put out to consultation would be implemented, with one 
minor clarification. The net effect of this regulatory activity was to leave things very 
little changed for Community Radio, with Key Commitments still at the heart of 
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Community Radio licensing, but with the onus for the wording now left to future 
applicants, rather than being imposed by the regulator. The essence of the new 
regime is summarised in the following statement from Ofcom:  
In the consultation we set out a proposed new format for Key 
Commitments that could be implemented for existing licences as well 
as for new licence applications. For new licence applications, applicants 
will be required to use the new template when submitting their 
proposed Key Commitments. For existing licences, we will implement 
the new template only with the consent of the licensee. Any licensee 
who does not wish to adopt the new streamlined and simplified 
approach will retain their existing Key Commitments (Ofcom, 2016). 
 
In conversations, on 7th March 2016 with the three managers of the 
Community Radio stations in this study, I established that all three are satisfied with 
the current wording of their respective Key Commitments and would not be 
requesting any changes (Rogers, Sanders, Vanloo, op.cit). 
COMMUNITY RADIO IN THIS CASE STUDY NOT AFFECTED 
All three of the Community Radio stations submitted their applications and 
received their licences well before 2015,91 and according to their managements and 
the Ofcom website, all data relative to the stations and their licences are up to date 
at the time of writing (Ofcom, op.cit). Given that each would-be station operator had 
constructed a discrete application and each had received a custom-made licence, the 
Key Commitments relevant to the research are (a) Character of the service (b) 
Programming and (c) Social Gain Objectives where social gain is clearly discernible 
within on-air programming, as against activity outside of the studio/s. They are 
presented in chronological order, below, with the first to be licensed, first. 
What emerges from an examination of the accounts of the CIC’s which are the 
respective licence holders for the three Community Radio stations is that, almost 
entirely due to the fact that the programming on all three stations is provided by 
                                           
 
91 RADIO ST AUSTELL BAY’s licensed on-air date is 28-01-2008. THE SOURCE FM’s is 28-02-2009. CHBN’s is 
14-04-2014 (Ofcom, 2016) 
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unpaid volunteers, the actual costs of programmes are very low - low enough that, 
according to the station managers, income from all or any sources has little or no 
effect on the number or quality of programmes. This is made clear in conversations 
with Rogers, Vanloo and Sanders, and can also be seen from examination of the 
Annual Reports and Accounts of all three stations, as submitted in 2014. In no 
particular order:   
RSAB (RADIO ST AUSTELL BAY) 
I have extracted key words from full sentences or phrases in the Key 
Commitments document, where they capture the essence of the commitment in each 
case. The Character of Service is reproduced in full. The RSAB Key Commitments 
were originally set out in 2007, and revised in 2013.  
 
CHARACTER OF SERVICE STATEMENT 
Radio St Austell Bay serves the wide range of ages, abilities and 
interests of people in the community of St Austell Bay and enables local 
people and local community, charitable, social and voluntary 
organisations to learn how to promote themselves through the medium 
of community radio (RSAB licence, 2007). 
 
KEY COMMITMENTS  
 
PROGRAMMING - MUSIC 
• 70% music and 30% speech92 
• variety of musical tastes  
• specialist music programming  
 
PROGRAMMING - SPEECH 
• features on local events  
• local angles on national stories.  
• English, with the occasional use of Cornish 
• original output for at least 12 hours per day  
 
SOCIAL GAIN OBJECTIVES REFLECTED IN PROGRAMMING 
• regular and substantial information about what is happening in the 
local area  
• targets particular groups within the community who are traditionally 
underserved  
                                           
 
92 Under Ofcom guidelines, standard wording appears in all Key Commitments statements for all Community Radio 
stations, as regards speech content, as follows: “‘speech’ excludes advertising, programme/promotional trails and 
sponsor credits” (Ofcom, 2016). In the monitoring task in this study, the extent to which these programming elements 
actually add to the amount of speech time is clearly indicated. Why those categories are singled out as “non-speech” 
for the purposes of the regulation, is not clear. 
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• encourages listeners to contact the station  
• assists in the ongoing redevelopment of the region93  
 
EXPLORING THE CONCEPT OF SOCIAL GAIN  
The Social Gain objectives summarised above are those which have a relevant 
connection with the programming output of this station - and the same thing applies 
to the two other Community Radio stations in this project. The RSAB Key 
Commitments document lists some 13 social gain objectives but many of them refer 
to non-broadcast activity undertaken by the station, such as, for example:  
Radio St Austell Bay takes an active part (including an outside 
broadcast) in at least six major community events each year. The 
station supports local schools by providing PA facilities (RSAB, 2013).  
 
In order to compare what the station’s programming obligations and 
intentions are with the actual output as reflected in the analysis of the monitoring 
task which is detailed later, I have focused on those Key Commitments which reflect 
programming intentions (RSAB, 2013). 
THE SOURCE FM (FALMOUTH AND PENRYN) 
THE SOURCE FM Key Commitments were originally set out in February 2009, 
and revised in August 2013. 
CHARACTER OF SERVICE STATEMENT 
Source FM offers a voice and a forum for those who live in Falmouth or Penryn. 
The station provides a genuinely inclusive service, targeting those who have fewer 
opportunities to represent their interests and opinions. 
 
PROGRAMMING - MUSIC  
• more mainstream speech and music service during the daytime, with a 
more youth-oriented evening service. 
• 70% music and 30% speech during the day, with a much higher 
percentage of music in the evening.  
                                           
 
93 This objective can only be characterised as a statement of good intent, and is an example of the loose use of 
“region” in this context. If “region” is meant to convey the coverage area of the station, then it might be marginally 
possible for such a station to make a contribution to hyper-local redevelopment. If “region” means Cornwall, then it 
is hard to see how a small quasi-local station can meet this objective. 
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• mainstream and melodic music from the 1940s to the present, with 
contemporary chart and more specialist genres in the early evening and at 
night. Local musicians are showcased in relevant programmes. 
 
PROGRAMMING - SPEECH 
• news, interviews, discussions, phone-ins, features and other programmes 
• Output is broadcast in English. Other community languages may feature from 
time to time  
• original output for at least 10 hours per day. The majority of the output is locally 
produced 
 
SOCIAL GAIN OBJECTIVES REFLECTED IN PROGRAMMING 
• records suitable live events for broadcast  
• actively seeks cross-community participation in programmes such as phone-ins 
and discussions 
• offers opportunities for those who wish to develop skills in writing and performing 
for radio 
• works with different community agencies, to enable previously underrepresented 
sectors of society to become involved both as contributors and as audience 
members  
 
As with RSAB, the Social Gain objectives summarised above are those which 
have a relevant connection with the programming output of this station. THE 
SOURCE FM Key Commitments document lists some thirteen social gain objectives 
but here too, many of them refer to non-broadcast activity undertaken by the station, 
such as, for example: 
Training is provided in a range of modes and locations to provide 
greater flexibility and according to the needs of volunteers. The station 
works with local education providers to develop and deliver accredited 
courses within and beyond the school (THE SOURCE FM, 2009). 
 
As with RSAB, in order to compare THE SOURCE FM programming obligations 
and intentions with the actual output as reflected in the analysis of the monitoring 
task, I have focused on those Key Commitments which reflect programming 
intentions (THE SOURCE FM, 2013). 
CHBN, TRURO. 
This Community Radio station, as a licensed station broadcasting on an 
Ofcom-licensed FM transmitter, had a very different start in life from RSAB and THE 
SOURCE FM, both of which came into existence from a standing start. By contrast, 
Truro Hospital Radio was formed in July 1980 and started to provide a service very 
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soon thereafter, but even before that, patients were being entertained by the Patients’ 
Record Request Programme which began in 1966. As a closed-circuit service, 
available only to bed-bound patients actually present in the hospital, Truro Hospital 
Radio followed much the same operational pattern as did (and still do) hospital radio 
services throughout the UK. There was, for many years, no intention and no attempt 
to make Truro Hospital Radio available beyond the confines of Truro’s Treliske 
Hospital where the station started its life and where it is still housed, and later, of St 
Michael’s Hospital in Hayle.  
As Mark Saunders, Station Manager of CHBN has written, on the station’s 
website,  
At one time the West Cornwall Hospital, Penzance and St Michael’s 
Hospital, Hayle both boasted their own broadcasting services. However, 
these had long closed when, in Autumn 2008, Truro Hospital Radio, 
stepped into the breach, extending its broadcasting to those hospitals 
via the NHS IT Network. Patients in other parts of the County could 
once again enjoy the opportunity of submitting requests for their 
favourite songs and, to reflect this wider listener-base, the station name 
was changed to CHBN (Saunders, CHBN Website, 2015). 
 
He goes on to say, 
In 2009 the team considered that there would be benefit to those 
outside the hospital being able to receive a similar style of service to 
that already provided to the hospital In summer of 2009 the 
organisation undertook a trial broadcast to those in the community of 
Truro where CHBN provided a service with strong emphasis on health 
and wellbeing, achieved by working closely with the Royal Cornwall 
Hospitals Trust and numerous other organisations and services within 
the local community. Following submission of an application for a full 
time licence, in May 2012 CHBN was awarded a Community Radio 
licence allowing it to broadcast on FM to Truro and the surrounding 
areas. CHBN launched its service to the wider community on Monday 
14th April 2014 at 10:08am. The station was also available online from 
the same date (Saunders, ibid). 
 
At first glance, CHBN appears to be a different type of Community Radio 
station, not only because it had its beginnings in service to a very specific community 
and grew from there, but because the management’s intention to focus upon health, 
well-being and medical matters in general would seem to set it apart from the other 
Community Radio stations in this study. RSAB and THE SOURCE FM are much 
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more generalist in their approach. However, analysis of CHBN’s Key Commitments, 
programme schedules and the monitoring task indicate that this station has moved 
some distance from its origins and now approaches comparison with the more 
generalist profile of RSAB and THE SOURCE FM.  
 
CHARACTER OF SERVICE STATEMENT 
 
CHBN provides a service that is focussed and relevant to those who 
form our broadcast community. There is a distinct focus on promoting 
issues of health, wellbeing and lifestyle topics – particularly evident 
through speech content in the programmes (CHBN and Ofcom, 2016). 
 
KEY COMMITMENTS - PROGRAMMING  
The CHBN Key Commitments on programming, unlike those held on file by 
Ofcom for RSAB and THE SOURCE FM, do not distinguish between music and 
speech commitments, nor do they go into any detail regarding the types of music in 
the station’s output. What follows are key words, as with RSAB and THE SOURCE 
FM above. 
 different segments of the community will be the focus of different day-times  
 local news, traffic/travel and event guides are regularly broadcast  
 music covers a broad range of genres  
 some specialist music programmes 
 regular request based programming  
 70% music and 30% speech  
 5 hours of original output per day  
 
SOCIAL GAIN AND OTHER COMMITMENTS REFLECTED IN PROGRAMMING  
 encourages wellbeing amongst individuals  
 publicising services that are available to help the community 
 interaction from listeners encouraged  
 discussions around a range of wellbeing and lifestyle topics 
 platform for local organisations, social enterprises and charitable 
organisations 
 promote opportunities for work and support 
 ensure disadvantaged sections of the community feel part of their community 
station including those who may be socially excluded due to poor health. 
 
As with RSAB and THE SOURCE FM, the Social Gain objectives summarised 
above are those which are have a relevant connection with the programming output 
of this station. The CHBN Key Commitments document lists seven other social gain 
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objectives but once again many of them refer to non-broadcast activity undertaken 
by the station, such as, for example, the emphasis on training, which, as the station 
manager says, does not invariably lead to on-air roles, or even to any role in radio as 
such: 
Individuals, groups and organisations are offered opportunities to 
participate in broadcasting with appropriate training given. The station 
offers opportunities for individuals in the community to volunteer and 
receive training in broadcasting and the associated roles. The station 
works with local education providers allowing students to participate 
in programmes and gain valuable experience. The station promotes the 
availability of its facilities/equipment for use for community events or 
projects (CHBN, 2014). 
 
INTERNAL DOCUMENTATION, COMMUNITY RADIO  
The only internally-generated documentation of relevance to the comparisons 
being made in this study consists of (a) the formal agreements between volunteer 
presenters, and (b) the programme schedules which I deal with separately, later in 
this chapter. As far as internal documentation is concerned, Matthew Rogers of THE 
SOURCE FM told to me in the interview I conducted with him, 
we don’t generate unnecessary paperwork or documents. Between the 
Licence with its Key Commitments, and the Volunteer Agreements we 
feel that we have covered the ground as far as what you describe as 
“internal documentation” is concerned. The Board of the CIC94 which is 
responsible for the management of the station holds meetings, and 
formal minutes are kept, but these are confidential and, frankly, as far 
as programming is concerned, this is left to me (Rogers, op.cit) 
 
From follow-up discussion with the Managers of RSAB and CHBN, Vanloo and 
Sanders respectively, it is clear that a very similar approach is adopted. The 
Volunteer Agreements take the form of quasi-contracts between the station’s 
operating company (the CIC) and volunteer presenters. Each station in this study 
has its own version of this agreement and of those inspected by me, that used by 
THE SOURCE FM is by far the most comprehensive.  
                                           
 
94 Community Interest Company 
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Significantly, the agreement creates no prescriptive conditions as to the 
programming content of each presenter-volunteer’s contribution. Those who are 
taken on as presenters, after appropriate training, are expected to prepare and 
present a series of programmes, the general content and tenor of which must be 
approved by the station manager and which make an appropriate contribution to the 
station’s Key Commitments and to social gain in the community served. The 
agreement makes clear what constitutes misconduct and illegal behaviour both on 
the air and off, as a representative of the station (Grierson Volunteer agreement, 
2014, Appendix 5). Not all those who volunteer to work at or for a Community Radio 
station are would-be presenters. In all three stations in this study, there are 
volunteers who deal only with such matters as telephone and other communication; 
with the gathering and typing up of news, weather and sports bulletins; general 
administration; any other tasks of the many which are involved in the running of a 
radio station of any size.  
INTERVIEWS WITH AND STATEMENTS FROM STATION MANAGEMENTS 
No matter how tightly framed legislation and regulatory instruments may be, 
it is the responsibility of those who are tasked with implementing them in practice, 
in launching and then maintaining their respective services, to interpret and apply 
the legal obligations in general regulations as they apply to their sectors of the 
industry and enshrined in their broadcast licences. In the context of the quasi-local 
radio stations in this study, they have to take cultural, historical, technical, 
geographical and commercial factors into account in shaping the quasi-local nature 
of their services. In order, therefore, to investigate this aspect of the relationship 
between legal theory and operational practice, I sought to interview the most senior 
of those people who manage the respective stations, to see if they could offer some 
comparative colouration to add to the legislative and regulatory framework within 
which they are expected to act. Their positions are not equally described, meaning 
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that they are not, for example, all called “Managing Directors”. BBC Radio Cornwall 
has a Managing Editor, as do all BBC Local stations. Pirate FM does have a Managing 
Director, but he was unwilling to grant me an interview. Accordingly, my contact with 
Pirate FM was confined to submitting written questions and accepting written 
answers to and from the Programme Controller. However, as the immediately 
previous Managing Director had not long left the post, I felt I could compensate for 
Pirate FM’s present MD’s reluctance by interviewing his predecessor. In the case of 
the three Community Radio stations, they have Station Managers in the most senior 
positions. To recap, across all of the five stations in this study, the people in question 
are the following: 
1. Pauline Causey, Managing Editor, BBC Radio Cornwall (Recorded and 
transcribed interview) 
2. Neil Caddy, Programme Controller, Pirate FM (Written answers to questions) 
3. Beverley Warne, immediately previous Managing Director, Pirate FM 
(Recorded and transcribed interview, to offer material additional to written 
answers in 2. above) 
4. Matthew Rogers, Station Manager, THE SOURCE FM (Recorded and 
transcribed interview) 
5. Sheila Vanloo, Station Manager, RSAB (Recorded and transcribed interview) 
6. Mark Sanders, Station Manager, CHBN (Recorded and transcribed interview) 
Full transcripts of all of the above are available in Appendix 3. 
SUMMARY OF CONTENTS OF INTERVIEWS 
In summary, there is a great deal of comparative information to be garnered 
from these interviews and in combination with the programme schedules and the 
station monitoring, they provide a way into drawing comparisons between the 
sometimes slightly, sometimes quite startlingly, different outcomes in comparing how 
the five stations comply with their obligations and achieve their objectives. Those 
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comparisons form part of the overall conclusions which are set out in detail in Part 
Two, Chapters 4 and 5.  
The interview with Matthew Rogers of THE SOURCE FM points the way to an 
understanding as to why it is that THE SOURCE FM, unique among the five stations 
in this study, has a schedule of such variation and complexity. With one exception 
(Sophie Sweatman) no programme and therefore no presenter made more than one 
appearance in a week. Unlike Commercial Radio and the BBC, where a presenter 
whose name is firmly attached to a given day-part can take leave and have someone 
else present that programme on the regular presenter’s behalf (usually identifying he 
programme along lines of “This is the Joe Bloggs Show, with John Doe”), THE 
SOURCE FM in particular demonstrates unbreakable links between presenters and 
programmes. As a volunteer presenter and writer on this station for twelve months 
in 2014, I observed that where a presenter was unable to present his or her 
scheduled programme live, the programme which had been broadcast the previous 
week and recorded, as are all programmes, was repeated. For this study, in the 
seven-day week programme schedule selected as typical of the station’s output95, 
sixty-one one different programmes were broadcast, by sixty-eight different 
presenters, with seven programmes presented as two-handers by presenters.96 The 
logistics involved in making sure that so many presenters arrive in time to present 
their programmes are formidable, and it is a credit both to the station Manager, 
Matthew Rogers, and to the presenters themselves that the schedule is efficiently 
managed and that there are very few instances of failure to show up. The presenters 
                                           
 
95 The station monitoring research exercise was conducted on weekdays only as explained, and the schedules for 
BBC Radio Cornwall and Pirate FM also reflect that in the summaries above. In order to illustrate an aspect of the 
differences between the county-wide stations and the Community Radio stations, I have included the weekend 
schedules for the Community Radio stations.  
96 THE SOURCE FM “employs” in the loosest sense, about 90 different presenters. The difference between 68 
presenters indicated here and the total of 90 is accounted for by having 20 or so in training or on standby in the 
event of vacations or illness or any reason why a given presenter cannot present his/her programme. In that event, 
the standby presenter will present his or her own show, not a version of the absent presenter’s. 
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may be volunteers, but they appear to take their responsibilities seriously, and in 
conversations with many of them, I gained the clear impression that they considered 
it a privilege to be given their own radio shows, and would not abuse such a privilege. 
The latter was confirmed by Rogers in many personal conversations during the 
course of my twelve-month stint at THE SOURCE FM as a volunteer presenter and 
in conversations since then. He said, “volunteers are not professionals, but in the 
case of THE SOURCE FM and the other Community Radio stations, they tend to 
behave as if there were”. 
THE SOURCE FM SCHEDULE 
THE SOURCE FM schedule clearly demonstrates the over-riding policy 
direction of this station, viz., that social gain is considered to be created more by 
allowing local people access to the station’s equipment than by attempting to 
maximise audience in the community served. No SOURCE FM programme is longer 
than two hours, and the majority are either one hour or ninety minutes in length, to 
allow for the number of different programmes, and the excess of demand over time 
available for people wishing to present programmes. The esotericism of the station’s 
approach to its Key Commitments - with which Ofcom, the regulator, has never 
expressed any problem - is such that this station would seem to be one to which 
small audiences listen attentively rather than merely hear, but that can be no more 
than an inference drawn from the nature and variety of the programmes. Reliable 
programme-by-programme audience figures are not available. As is clear from the 
interviews with the station managers at RSAB and CHBN, local community-service 
organisations, keen to publicise their work are given time in the form of short guest-
interviews during various existing, fixed, magazine-type programmes on those 
stations, while THE SOURCE FM schedule indicates that it tries to offer full-length 
programmes to those organisations. 
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While music features very prominently in the schedule, this programming 
component is also subject to the over-riding esoteric nature of the station’s output. 
THE SOURCE FM does not have a “music policy” or anything that would resemble 
the “Format” approach adopted by Pirate FM or by BBC Radio Cornwall, both of the 
latter constructing their music output to match their target audiences. THE SOURCE 
FM’s approach is to allow presenters full rein to play whatever music they like, and 
which, the management seems to agree, those listening will also appreciate. This 
kaleidoscopic approach is evident from the detail exposed by the monitoring task and 
which is analysed in Part Two, Chapter 3. 
THE SOURCE FM does not broadcast fixed news bulletins of any kind, and 
news plays very little part other than where the presenters pick up occasional stories 
which have local relevance. Weather and sports content is left to individual 
presenters to include and discuss as and when it suits them. 
Drama does not make an appearance. On the other hand, during the latter 
half of 2015, THE SOURCE FM offered an opportunity to young local writers, all of 
them undergraduates at Falmouth University, to write short stories for recording at 
the station, to be broadcast at some point. The recordings were made, but have so 
far not been broadcast. That aside, THE SOURCE FM is not an exception to this 
general no-drama pattern. None of the five stations in this study either produce or 
broadcast drama programming. Crook sets out the facts which militate against the 
production of drama, most of which comes down to the high cost of creation and 
production (Crook, 1999) and which go a long way to explaining why recorded music 
is so dominant in radio output. Notwithstanding the payments which must be made 
to the PRS and PPL97 for the right to broadcast copyright music, the comparative 
                                           
 
97 The Performing Rights Society and Phonographic Performance Ltd, who collect the money and distribute it on the 
basis of as-played details, to the members of these organisations. Radio stations pay a blanket fee to them both, but 
are still required to submit detailed logs of tracks played, with title, artists, composers and arrangers clearly 
indicated. Today, the computerisation and digitisation of station logs makes this requirement a relatively easy matter. 
In the past, this was a severe burden on station administration. Discussions are believed to be currently under way 
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costs, on an hour-by-hour comparison between music and drama leave no doubt as 
to the reason for that dominance by music. 
Radio is a time-obsessed medium. Not only do most presenters, as a rule, 
seem to work to a personal default-setting where they give time-checks very 
frequently, but when change-overs from one programming segment to another are 
scheduled, this tends to happen to the second, and usually on the hour. However, 
with THE SOURCE FM the monitoring task shows up a very much more relaxed 
approach, with programmes frequently over-running and change-overs taking place 
as much as five minutes late. However, given that THE SOURCE FM has no network 
commitments which require second-perfect timing, this is laisser-faire attitude to 
time-keeping is not seen as deleterious to the station’s image. The same approach is 
adopted by RSAB, but not by CHBN, which takes a news feed from Sky News on the 
hour, and to the second. 
Appendix 5 to this document sets out detailed programme schedules for a 
typical day for each of the three Community Radio stations - noted in each case at 
the time of the monitoring task in November 2015, and subsequently, in May 2016, 
checked for any meaningful changes to those schedules. None were observed. In the 
case of BBC Radio Cornwall and Pirate FM, the schedules are sufficiently simple as 
not to require any further detail. The relationship between those schedules and the 
actual output of the respective stations is analysed and discussed in Part Two, 
Chapter 3. 
  
                                           
 
between these organisations with a view to amalgamation, which would make sense for radio if only to the extent 
that it would cut down on administration by individual stations. 
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PART TWO 
 CHAPTER 2 
  
 TEXTUAL DATA: ANALYSIS 
 
Analysis of the data obtained is set out in two categories which are covered in 
this chapter:  
(a) Imposed, formal regulations and directives, affecting all stations.  
(b) Internally generated documents which set out the programming intentions 
of the station managements against those imposed conditions, together with 
answers to questions and other comments.  
In a subsequent chapter, I deal with statistically and discursively based analyses of 
the monitoring task which offers evidence of the extent to which the programming 
output of each station either reflects or fails to reflect the conditions and intentions 
expressed in (a) and (b), above.  
BBC RADIO CORNWALL  
The quasi-local radio stations under scrutiny in this study, as is the case with 
all such stations operating under licence in the UK, are subject to legislative and 
regulatory control. However, each of the three tiers of Radio represented by the 
stations in question are regulated differently, under legislative instruments which 
are, to some extent, only subtly different in their effect upon day to day station 
operation, and in other respects, substantially different, as I make clear in Part Two, 
Chapter 1. 
At one end of the scale, BBC Radio Cornwall operates under the BBC Charter, 
and thence under its Local Radio Service Licence. At first glance, these appear to be 
specific and relatively prescriptive, but the wording of the Charter and Service 
Licence are deliberately framed to take into account that the Charter is renewed every 
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ten years - but only every ten years98, and in order to allow for the rapidity of change 
in the mass communication media as a whole, the BBC is given a remit wide enough 
to allow it to react to changing circumstances without having to go back to Parliament 
to renegotiate the Charter more often than once a decade (but see footnote 97). I 
stress that while I was conducting my research the Charter was the subject of intense 
comment from all sides in 2016 and the new Charter as agreed by Parliament became 
effective on 1st January 2017, as noted in footnote 10. 
As a general comment on the BBC and its Charter, and on the views being 
expressed as to the new one, most of the tough talking appeared to centre upon how 
the BBC is financed, and whether or not the Licence Fee (almost universally imposed 
and therefore, to my mind, really a tax)99 should continue as its main source of 
income. According to the BBC’s annual report and accounts, its local Radio 
operations as a whole are the second-most-costly item in BBC Radio, only exceeded 
by BBC Radio 4 (BBC Report and accounts, 2015 and see Fig 6). In the event that 
the BBC’s licence income is seriously reduced, there is a risk that all of BBC Local 
Radio could be affected, and BBC Radio Cornwall with it, notwithstanding the 
understandably defensive thoughts expressed by Holdsworth, Regional Controller of 
the BBC on page 128.  
As the BBC Radio Cornwall programme schedule indicates (Appendix 5) the 
content overall is relatively speech-rich, certainly a good deal more so that any of the 
other stations in this study, and the station employs more presenters than its 
Cornwall-wide competitor, Pirate FM, as discussed on page 186. Although the 
                                           
 
98 Under proposals by the UK Government in its May 2016 White Paper on the BBC Charter, it was propsed that 
the length of Charter be changed from ten to eleven years, so that discussions on possible changes do not coincide 
with a General Election year. At first glance this seems a good move, designed to de-politicise the BBC, but the effect 
of this proposal, now confirmed, is somewhat diluted in that that six members of the putative BBC Board of Directors 
will be political appointees, in the gift of the Government of the day (Government White Paper, op.cit). 
99 Claiming full universality for the imposition of the licence fee is perhaps something of an exaggeration, but as at 
March 2014, statistics from the Broadcasters Audience Research Board (BARB) show that around 95% of UK homes 
have a television set, or watch live TV on other devices.  
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detailed accounts for BBC Local Radio are not available for scrutiny, it is clear from 
my interview with BBC Radio Cornwall’s Pauline Causey that staff salaries and on-
costs (National Insurance and pensions contributions inter alia) constitute by far the 
largest component of those items which are set against the station’s budget. If BBC 
Local Radio suffers budget cuts either as a result of changes to the Charter through 
its financing model, or for any other reason, the conditions enshrined in the Service 
Licences of each of the 39 stations in Local Radio might well be affected one way or 
the other. That remains to be seen. 
However, the financing of the BBC is not the only area of contention. In a 
statement by way of an open letter to the then Culture Secretary John Whittingdale 
MP, issued on 16th February 2016, two members of the House of Lords, both of them 
experienced communications practitioners and one-time Chairs of the Select 
Committee on Communications, say the following, and I quote most of the letter in 
view of its importance and the gravitas of the authors: However, it is worth setting 
their opinions against the proposals in the Charter Renewal White Paper. My notes 
appear as interstices in italics, below: 
 … the royal charter, which must be renewed after a set period, made 
the BBC too reliant on government. 
 … major decisions on the BBC’s future should have to be approved by 
both houses of parliament, rather than being taken during charter 
renewal negotiations between ministers and the broadcaster. The royal 
charter system … allows the government to do very much what it likes. 
NOTE: The White Paper called for the creation of a corporate-type 
Board to replace the BBC Trust, and, as I indicate in footnote 98, 
page 162, for at least six members of that Board to be Government 
appointees. If anything, this goes even further than the proposals put 
forward by the authors of the letter  
Instead of depending on charter renewal, the BBC should be set up as 
a statutory corporation by act of Parliament ‘with a commitment to its 
independence’, similar to Channel 4. 
NOTE: This proposal, as such, found no favour with the Government. 
It would appear from the White Paper that the Royal Charter will 
continue to be the BBC’s empowering instrument, but that the overall 
management of the Corporation will, after all, be in the hands of a 
company-style Board. 
We believe that the BBC remains, despite any shortcomings, the 
cornerstone of broadcasting in the United Kingdom. BBC News is 
rightly valued for its accuracy and impartiality. 
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In spite of the views of some politicians, the British public regard the 
BBC as the most trustworthy of news sources. Overseas, the World 
Service is seen as the most objective international radio broadcaster 
rather than as an agency for propaganda. 
NOTE: There has been no argument from any respected source on 
this subject, and certainly none in the White Paper 
We believe that the starting point of policy is that the government 
underline its belief in the BBC and distance itself from suggestions that 
its intention is to ‘take on the BBC’ as was widely reported immediately 
after the 2015 election. 
NOTE: Despite widespread speculation in the press media in 
particular that the Secretary of State responsible for broadcasting, 
John Whittingdale MP., was spoiling for a fight with the BBC, it is 
clear from the White Paper that the Government drew well back from 
adopting any such stance.100 
 … the BBC Trust should be abolished and replaced with a board of 
directors and chairman, adding that the trust’s creation was opposed 
by the House of Lords communications committee and was “motivated 
by [the government’s] resentment of BBC reporting of the Iraq crisis”. 
By common consent, the trust has been shown to be a failure and our 
hope is that now it will be abolished. But the point that is too often 
missed is that it was precisely because ministers working under the 
royal charter were able to act without any parliamentary check that the 
trust went ahead in the first place (Rawlinson, from The Guardian, 17th 
February 2016). 
NOTE: The White Paper did propose the abolition of the Trust in 
favour of a Board of Directors, but as to whether this will have the 
effect of making Parliamentary, or at best political, checks on the 
BBC more likely, is open to speculation, given the Government 
proposal that six seats on the Board of Directors will be held by 
Government appointees. 
 
PIRATE FM 
The legislation which gives rise to the regulatory conditions under which Pirate 
FM operates is not subject to any time-based revision which would correspond to the 
BBC’s Charter. The primary legislative instrument is the Sound Broadcasting Act of 
1972 and since its passage into law the provisions which govern Commercial Radio 
have not been subject to any amendments which are relevant to this project. That is 
not to say that Commercial Radio has remained unchanged in character since then, 
because this second tier of radio broadcasting is approaching unrecognizability from 
                                           
 
100 As a result of the appointment of a new UK Prime Minister in July 2016, and a reshuffle of Cabinet and other 
Ministerial posts, changes have taken place in the DCMS. John Whittingdale has been replaced by Karen Bradley 
as Secretary of State for Culture, the Media and Sport, and Ed Vaizey, responsible hitherto for broadcasting, has 
been replaced by Matthew Hancock. What these changes might mean for the BBC remains to be seen. 
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its beginnings as Independent Local Radio. As several writers including Stoller, 
Starkey, Lewis, and Gordon have in recent times pointed out, the application of the 
empowering legislation to Commercial Radio by the Communications regulator 
Ofcom, since the establishment of the latter in 2003 under the Communications Act, 
has largely removed both independence and localness from this industry (Stoller, 
2010; Starkey, 2011; Lewis, 2014; Gordon 2014). Where there were once 291 ILR 
stations, each operating independently of the others (Ofcom, 2016) it is now the case 
according to Ofcom that four UK radio conglomerates own 75% of the Commercial 
Radio industry. A further 20% are owned by four smaller companies, leaving 5% 
operating under solus ownership structures which resemble today roughly what they 
did when first licensed (Ofcom, ibid). Pirate FM is among the 20%, being wholly 
owned by UKRD Ltd, one of the smaller conglomerates.101  
PIRATE FM, RETAINING ITS INDEPENDENCE 
However, Pirate FM’s ownership by a parent company has not resulted in this 
station becoming part of a broadcast network, retaining instead its programming 
localness to the extent, which I have frequently questioned in this thesis, that a fully 
Cornwall-wide radio station can realistically be described as local. Importantly, Pirate 
FM neither takes (bar one weekly pop music-chart programme) nor provides 
networked content and this is clear from both the programme schedule and the 
monitoring. On the other hand, as I have mentioned previously, UKRD now employs 
a Group Head of Music, and as the Pirate FM Programme Controller clarified, in an 
e-mail to me,  
(The Group Head of Music) will maintain and manage the music 
policy for UKRD FM stations. There are always similarities of listener 
responses from our respective markets so there are times where we 
could be playing some of the same songs but we act upon any regional 
differences meaning song/music/music feature variation (Caddy, e-
mail, 2016). 
                                           
 
101 UKRD owns 16 FM stations scattered throughout England, and 5 DAB-only stations (Ofcom, 2016).  
166 
 
This would seem to indicate that Pirate FM’s music content remains the 
preserve of the station’s Programme Controller, but that the Group Head of Music 
has, presumably, over-riding responsibility and control, however lightly imposed. It 
is hard to see why else UKRD would appoint a Group Head of Music.  
As to the station’s Format, which used to be known as the “Promise of 
Performance” until it was replaced by “Format” in early 1999 (Ofcom, 1999) Pirate 
FM has at no point applied to Ofcom for a change to its Format, and the Public File 
makes that clear when compared to the wording of the broadcast licence issued to 
Pirate FM in 1992 (Pirate FM Public file, 2016; Ofcom 1992). Although this is not 
strictly a matter arising from formal documentation, it is worth noting that Pirate FM 
introduced a subtle but important change to its positioning proposition in 2005. Prior 
to that, the station described itself as “The South West’s Pirate FM” (Pirate FM 
archive, 2004) because it was happy to capitalise on the fact that the Caradon Hill 
transmitter, located near Liskeard and which covers the east of Cornwall, also covers 
a substantial area of West Devon, notably Plymouth, with concomitant commercial 
opportunities to appeal to advertisers in that area. When it became clear in 2001 
that a second Cornwall-based Commercial Radio station was to be licensed, Pirate 
FM, in what could be described as a pre-emptive strike, became “Cornwall’s Pirate 
FM”. This did not result in any change to Format in its broadcast licence, as the 
wording of the original Format was sufficiently broad in its meaning to cover any 
such change. Whether this re-definition of the station’s positioning meant that it lost 
revenue from advertisers in the Plymouth area is not clear, and there is no conclusive 
evidence either way.   
The Pirate FM Format claims to target “adults, 15-plus” as its audience, and 
goes on to add that in terms of the standard econometric socio-demographic groups 
(Stiglitz, 1969) this includes A, B C1, C2, D and E groups. That could just as easily 
have been, and has been, expressed as “all adults” because a spread of demographic 
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groups from C1 to E effectively means everyone below B except those whose income 
falls below statistically significant measurability. But no Commercial Radio station 
which has music at the centre of its output actually targets, or can afford to make 
its target, so large a group, because it is the range and genres of music which create 
the “fit” between a music-based station and its audience. Music which appeals, for 
example to the 15-25 age group in the C2 and D income groups will differ markedly 
from that which appeals to those who are 50-plus, in the A, B and C1  income groups 
(Lamere, 2016).  
Accordingly, it is not surprising that the Pirate FM Programme Controller in 
his written responses to my questions (Caddy, op.cit) holds to the official line that the 
Pirate FM target is 15-plus while, by contrast, the immediately previous Managing 
Director, Beverley Warne, is of the opinion that the station’s target is 25 to 55-ish, 
with a core listenership probably in the late 30’s with a sight female bias (Warne, 
op.cit). Warne also confirms that as far as she can tell, the station’s overall 
programming policy has not changed since she left. Neither Caddy nor Warne specify 
income groups within those parameters, but according to the 2011 UK Census, such 
a target would most likely fall within the C2 and D groups (UK Census, 2011).  
It is evident from the Pirate FM programming schedules that the station is 
heavily music dependent, but as the Ofcom analysis of stations indicates, that is the 
case for all but two of the almost 300 FM-licensed Commercial Radio stations in the 
UK102 (Ofcom, 2016).  
COMMUNITY RADIO 
The legislation which brought Community Radio formally into being and 
allowed Ofcom to award licences to individuals and/or groups to operate low-power 
FM Community Radio stations is the Community Radio Order of 2004. The licence 
                                           
 
102 The exceptions in the FM band are LBC, and TalkSport, both now with national coverage and entirely given 
over to speech content of one kind or another.  
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applications run to fifty-five pages for each of the three stations under examination 
(and for all UK Community Radio station applicants) and the completed form is 
deemed to be part of the licence when it is awarded. The Key Commitments framed 
within those licences, to which each station commits itself, lie at the heart of 
Community Radio’s position as the third tier of Radio in the UK. Analysis of and 
comparisons between the Key Commitments of the three Community Radio stations 
throws up the fact that they are much more similar than one might expect from 
stations which serve three distinct and discrete geographical communities. As can 
be seen from the summaries of Key Commitments on page 149 et seq, those for THE 
SOURCE FM for example, could be transposed for either of the other two stations, 
mutatis mutandis, with no more than very minor changes, but the language appears 
to have been couched in terms which are sufficiently broad to allow the station 
managements to construct programming which they believe best serves their 
respective communities and/or listeners.  
As far as the requirement for stating the Character of Service is concerned, 
much the same applies in terms of a boiler-plate approach. The wording for each of 
the three stations is conspicuous by its similarity with no more than nuanced 
differences, again pointing to a regulatory approach which is empowering rather than 
prescriptive. This makes Ofcom’s view concerning an even more streamlined 
approach to Key Commitments and by implication, Character of Service, interesting 
to the extent that, according to the three station managers with whom I have had 
recent conversations on this subject, there is a broad degree of satisfaction with the 
current arrangements, despite quasi-local differences in interpretation of Key 
Commitments as between the Community Radio stations. 
As to internal documentation originated by the station managements, there is 
very little aside from the Programming Schedules which calls for analysis, given that 
by far the most important internally-generated documents are those Schedules, 
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when it comes to looking at programming content output intentions and comparing 
them with actual output. Although the Volunteer Agreement used by THE SOURCE 
FM is longer and more detailed in its provisions than those used by RSAB or CHBN, 
the effect upon the behaviour of the volunteers, and that of their treatment by the 
stations is much the same in all cases - a relaxed but watchful approach throughout. 
It is perhaps worth noting however, that the complexity of THE SOURCE FM’s 
schedules and the number of different presenters whose programmes are closely 
associated with them103 is even greater than is the case with RSAB and CHBN, so 
THE SOURCE FM management have felt the need to spell out reciprocal duties and 
responsibilities in somewhat greater detail. This is confirmed by Matthew Rogers, 
THE SOURCE FM station Manager in a conversation with me in January 2015. 
BBC RADIO CORNWALL - PAULINE CAUSEY 
Without wishing this to come across as criticism, Pauline Causey’s frankness 
concerning the core audience to BBC Radio Cornwall is interesting in that she 
describes them as “slightly less powerful than BBC Radio 4 listeners” (Causey, op.cit). 
Quite what she means by “powerful” is not clear because she gave herself no 
opportunity to explain it, and I did not pursue the matter. The tentative inference in 
socio-demographic terms would seem to indicate that the BBC Radio Cornwall 
audience is drawn from C1, C2 and D income groups, against Radio 4 which targets 
the A,B and C1  groups as below, according to its own research (BBC, 2015). However, 
I approach this comparison with some degree of caution, and without any suggestion 
that it is infallible, because Causey did not express her view in terms of socio-
demographics. That approach was of my own devising, in order to try to make the 
                                           
 
103 Presenters on THE SOURCE FM in particular bring to the station’s programming highly individualised 
approaches to the content of their contributions to programming. As a result, and by way of example, Peter Maxted’s 
weekly review of matters environmental and ecological depends on his personal interest in such matters and the 
research he conducts into news and trends. Were he to stop presenting this programme, it is highly unlikely that 
anyone else would come forward to present a similar programme. 
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picture as clear as possible, but I recognise the inherent instability of pushing the 
comparison beyond its limits. 
RADIO 4 AUDIENCE ANALYSIS BY SOCIAL/INCOME GROUP AND AGE 
A, B (38%) 
C1 (37%) 
C2 (13%) 
D, E (12%) 
Radio’s 4 age group analysis appears as follows: 
 
15-24 (4%) 
25-34 (9%) 
35-44 (14%) 
45-54 (20%) 
55-64 (23%) 
65+ (30%) 
(Source for both above breakdowns: RAJAR, BBC audience research) 
Causey’s view that the BBC Radio Cornwall audience is 75% over 45 years of 
age, with 25% being less than 45 is interesting in that her estimate of BBC Radio 
Cornwall’s audience matches that of Radio 4, above, very closely. Perhaps the audience 
to BBC Radio Cornwall is no less “powerful” than the Radio 4 audience, at least 
measured by age group. Pirate FM claims its core audience as “somewhere in the mid-
thirties” (page 167) at least according to Beverley Warne who was more forthcoming 
on this subject than the Programme Controller at Pirate FM. If the Pirate FM core 
audience is in the mid-thirties age-group and the bulk of BBC Radio Cornwall’s is over 
45, that might be enough to suggest that the overlap in listenership between them is 
discernible without being striking. Further, Causey goes out of her way to say that 
those who are aged 70-plus are “important to local radio” (Causey, ibid), and by 
implication, that she feels at least some obligation to cater for the listening needs of 
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such people. Whether or not there is any evidence of this either from Programming 
Schedules or from analysis of the monitoring task is unclear. 
Perhaps the most important single aspect of BBC Radio Cornwall’s 
programming, and as emphasised by Causey, is the claimed 60:40 music:speech ratio 
on this station, noting that the station’s target is set at music is 60% and speech 40%, 
because this becomes significant when the monitoring task is analysed. Nonetheless 
she clearly believes this 60:40 ratio in favour of music is in keeping with the BBC’s 
Local Radio guidelines overall and its own Service Licence, where its Local Radio 
stations are expected so to construct their Programming Schedules as to broadcast a 
“primarily speech-based service” (BBC Service Licence, page 130). What constitutes a 
primarily speech based service in this context is not really clear, as one would not 
unreasonably expect it to be achieved only when the percentage devoted to speech is 
at least 51%, and in terms of what “primarily” might mean, even more. On the other 
hand, perhaps that predominance is measured and claimed according to audience 
numbers for a particular time of day, when RAJAR figures indicate that BBC Radio 
Cornwall’s Laurence Reed, with his three-hour weekday phone-in programme between 
12 noon and 15.00 hrs, pulls in more listeners than does any other quasi-local station 
in Cornwall, over that day-part (RAJAR, Q4 2015, Q1, 2016).  
Finally, Causey is clearly of the opinion that the BBC undervalues Local Radio. 
She says, “I think the BBC completely under-estimates local radio. Every 10 years it 
gets us and we’re in fashion at the moment.  But as you saw from DQF104, when the 
BBC decides which part to cut they tend to go there” (Causey, 2015). Whether or not 
her fears are justified remains to be seen from the Parliamentary debate and 
negotiations on the new Charter. 
                                           
 
104 DQF is a BBC acronym which stands for “Delivering Quality First” - a wide-ranging consultation with all BBC 
staff on how it can best deliver the highest quality programmes and content to audiences until the end of the Charter 
in 2016. There is no evidence to suggest that DQF will disappear with the new Charter, effective from 1st January 
2017. 
172 
 
PIRATE FM - WRITTEN RESPONSES AND INTERVIEW 
As I have previously indicated, the current Managing Director of this station 
declined an interview as did other senior staff, leaving me with no alternative but to 
present a written list of questions to which I received written answers. In order to 
provide me with a somewhat more personal view of the station’s approach to 
programming, as indicated earlier in this chapter, I interviewed Beverly Warne, who 
resigned as MD in 2013 to take up another career.  
The approach adopted by the Programme Controller differs from Warne’s view. 
Where Caddy claims to target a “very broad range” of listeners, which he describes 
as all adults 15-plus, but to restate and emphasise the difference in her approach, 
Warne narrows this down to suggest a much more specific target audience (25-55) 
and goes even further in suggesting that the ideal Pirate FM listener is “late thirties, 
female, two children” (See page 165). In Caddy’s responses to my questions, he says 
“we have an internal target to give us a focus for music and content” and leaving 
aside the fact that Caddy appears to place music outside of and separate in some 
way from content, he does not specify what that internal target might be. Warne does 
do so, which is helpful when it comes to the analysis of the monitoring as it offers 
further clues to the relationship between what Pirate FM claims to be doing as 
against actual performance. 
Caddy stresses the localness of Pirate FM (“a very local service … broadcasting 
in Cornwall for Cornwall” (Caddy, 2015) but, as was the case with BBC Radio 
Cornwall, how the station attempts to square the concept of local homogeneity with 
a service which covers the whole of Cornwall, an area measuring roughly 90 miles 
by 20, is captured in his statement that:  
Our transmission requires two transmitters - Redruth and Caradon Hill 
- and we use that to our advantage by splitting-out key on-air 
components. Peak time news bulletins, headlines and travel bulletins 
are split to ensure they are uber-local meaning that someone in 
Penzance in the West is hearing the most relevant news and 
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information which is different to someone listening in the East in, say, 
Bodmin (Caddy, ibid). 
 
How dividing Cornwall into two parts creates über-localness is another matter, 
and would, I suspect, cause those who run Community Radio stations and others, 
including  myself to wonder where regionality stops and locality starts. Caddy feels 
that “being geographically spread, being ‘everywhere all the time’ is a challenge.”  The 
challenge is met, he says, by “[taking] the station ‘on the road’ and hold[ing] events 
in different places” (Caddy, ibid) but this is not the same thing, in broadcasting terms, 
as offering a continuously local service to an identifiably and geographically local 
community. On the other hand, Warne’s comments on the matter of locality are not 
very far removed from the opinions expressed by Caddy, and she says “we always 
looked upon local as being as one, so Penzance was as important as Saltash, 
Camborne was as important as Bude” (Warne, op.cit). This does little if anything to 
tighten the focus on what constitutes localness. 
Pirate FM (and BBC Radio Cornwall for that matter) could get round the 
problem of feeling that they have to be “über-local” by the simple expedient of 
dropping all pretence at geographically targeted localness, and accepting that the 
way they construct their programming for a Cornwall-wide audience is of itself a good 
service to the (local) inhabitants of Cornwall. That would call for a cultural change 
in approach to their tasks, and the dropping of “local” from references to such 
stations, including those in legislation and regulation. That would seem to be too 
much to ask because, as I have emphasised (see page 48 et seq) the use of “local” 
has become ubiquitous in the broadcasting lexicon and is too firmly embedded in the 
consciousness of all concerned to be uprooted or even questioned too closely in 
context. 
According to Caddy, Pirate FM speech content is between 20 and 30 percent 
of the total output, and Warne does not disagree with that. As to the speech content 
over a broadcast day, the monitoring task indicates something similar. However, 
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Warne’s comments on the relationship between national and local advertising are 
interesting, in that she says “I liked the way that we did things in that 80 per cent of 
the revenue came from local people, local businesses, and 20 per cent came 
nationally” (Warne, ibid). The results of the monitoring task, as will be noted in Part 
Two Chapter 3, indicate how far that has swung in the opposite direction. Even 
though the speech content of advertising in commercials is not counted in calculating 
the speech:music ratio in Commercial Radio, radio commercials are, barring some 
incidental and occasional music and sound effects, spoken-word, and again, the 
results of the monitoring task show how this works through numerically. 
As to why the speech content of Radio commercials does not count as speech, 
this is now no longer particularly troublesome for Commercial Radio given that such 
stations have been allowed, since 2005, to self-regulate the amount of commercial 
time and the number of commercials per break.  
Of note in considering the overall policy of Pirate FM as a company within its 
parent UKRD, is the fact that, entirely within the legislation and regulation, Pirate 
FM is now one of four sister-stations, as mentioned above. Why Pirate FM should be 
expanding in this manner is, that, according to Warne:   
Undoubtedly it would have been about another source of revenue 
because it’s a Commercial Radio station.  Clearly, digital is the future.  
Digital is everywhere so it would make sense to have a digital radio 
station.  But I would have said it’s predominantly a commercial venture 
(Warne ibid). 
 Caddy confirms this. He says, “There was a realisation that there was more 
that Pirate FM could do for clients than just spot advertising or sponsorship and 
promotions” (Caddy, op.cit). However, he goes on to explain that, “Pirate 2 is a DAB 
simulcast of Pirate FM with breakouts at various times through the week and 
weekends for specialist talk shows” (Caddy, ibid).  
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PIRATE FM AND DAB 
Given that Pirate FM itself is already being fully simulcast, unchanged, on 
DAB, it does leave open to question the possibility, without making any accusations, 
that Pirate FM’s parent company, UKRD is taking every opportunity to occupy DAB 
positions in Cornwall which are then not available for future Cornwall-wide or even 
more geographically local Radio stations. In particular, the evidence in terms of the 
programming content of Pirate Oldies and Njoy Cornwall would tend to suggest a 
deliberate and commercially entirely justifiable attempt to compete locally for 
listeners ever more fiercely, with BBC Radio Cornwall and to a lesser extent with 
Heart FM, the Global plc-owned networked station. 
That said, and as Beverley Warne points out (Warne, op.cit), any source of 
audio constitutes competition for the ears of the audience, and that includes 
personal playback of CD’s, podcasts, iPods and, perhaps even more important in 
looking at this through the lens of FM and DAB radio, all national stations, BBC and 
Commercial, which are available to those within the footprint of locally-based 
transmitters. Competition goes further: there are dozens of radio stations available 
through such delivery platforms as Freeview, using a TV set as a radio receiver, and 
thousands on the Internet. What Pirate FM might be doing is to employ the marketing 
principle of the “fighting brand” to which I have referred on page 103, so that at least 
some leakage of audience from the main station (Pirate FM) is mopped up by stations 
within the Pirate stable. It is worth noting again in this context Warne’s view that 
“digital is the future … digital is everywhere” (Warne, ibid) and she is far from alone 
in her opinion, with too many texts and comments, from every radio industry source, 
to cite. The question which lies behind this belief, however, is where the future 
begins, or, to put it another way, how near or how far the future is considered to be, 
particularly as it might affect radio based in Cornwall.  
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COMMUNITY RADIO STATIONS:  
INTERVIEW WITH MATTHEW ROGERS, THE SOURCE FM 
The over-riding principle guiding the management of programming content of 
this station is encapsulated in the words of Station Manager Matthew Rogers, in his 
recorded interview with me in September 2015: 
in terms of THE SOURCE FM, the uniqueness of this community radio 
station is that our obligation is to a geographic location and the people 
and inhabitants of that geographical location. We have a public service 
remit which is enshrined within a not-for-profit grounding, which I 
think is important.  The fact that it’s not-for-profit enables us to provide 
a service which is looking to include as broad a range of residents from 
within this geographical location as possible (Rogers, 2015). 
 
 
The contrast with RSAB and CHBN, and to which I will draw further attention 
later in this chapter, THE SOURCE FM’s approach is perhaps best supported by 
Matthew Rogers who expands upon the above by saying, 
in terms of Community Radio, the percentages are more in the region 
of 70 per cent community, 30 per cent radio. [We aim for] as diverse 
and broad a range of people on the station as possible and for that to 
be a new model in terms of broadcasting. It’s what we’re most often 
criticised for and it’s what we’re most often complimented for. 
 
The net result of this approach is to be found in THE SOURCE FM 
Programming Schedule (see Appendix 6) and the number of different programmes 
and presenters this demonstrates - some 70 over the course of a week.  
Where Rogers describes the station’s obligations as being to “a geographic 
location and the people and inhabitants of that geographical location” (see above) 
THE SOURCE FM’s approach to fulfilling its Key Commitments, and to the fostering 
and creation of social gain and social capital lies in its studio-centricity.105 Rogers 
and his Executive Board, in fulfilling their Key Commitment obligations, set much 
                                           
 
105 That said, THE SOURCE FM puts on a series of four and sometimes five monthly summer-time live events in a 
public park near the studios in Falmouth, called “Park Live,” where music and voice artists of many kinds are able 
to showcase their work, and much if it then recorded and broadcast on the station. Other major Falmouth maritime-
themed events are similarly handled. 
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more store by making the station’s equipment available to would-be presenters than 
in reaching or maximising audiences, and Roger’s view is:   
that (the) social gains function of radio in Community Radio, in THE 
SOURCE FM terms, I think, is met through diversity, is met through 
encouraging as broad a range of possible voices onto the airways. 
(Rogers, ibid). 
 
He goes to say, however, that “we’re a very male, white, middle class station”, 
by which he means the presenters and their programmes, because the 
demographical statistics of the Falmouth and Penryn area which the station covers 
present a more diverse population picture in terms of gender, social class and (to a 
lesser but discernible extent) racial make-up, according to the 2011 Census (ONS, 
2011). 
Nevertheless, THE SOURCE FM has been broadcasting since 2009 with no 
significant change to the shape of its Programming Schedules, and this has not 
caused any problem for Ofcom, in assessing the extent to which THE SOURCE FM 
is fulfilling its Key Commitments. The question of audience measurement, despite 
Rogers’ apparent indifference to listener numbers, clearly does exercise his mind, 
because, when questioned about this he said, 
The figures often returned from community stations around the UK are 
that something in the region of 10 per cent of the available listening 
audience tune in to something on that station over the course of a week.  
So, they have a reach of 10 per cent (Rogers, ibid). 
 
It appears that this figure is not much better than an educated guess, based 
on a rough formula using the relationship between those who listen to Community 
Radio via the Internet and those who listen using traditional FM Radio receivers. 
That formula suggests that for every listener using the Internet (and they can be 
accurately counted) there are ten listening to FM Radio sets. According to this 
formula, THE SOURCE FM has a weekly Internet reach of 700, giving a total reach 
of some 7,000. The provenance of this formula is unclear other than to look to a BBC 
postulate that research into the relationship between Internet and FM listening 
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appears to deliver that 10:1 ratio (BBC, 2012). A note of caution needs to be sounded 
here: with the means of consumption of radio changing and developing all the time, 
a ratio which restricts itself to that between FM and Internet streaming will not be 
offering the full picture. Radio applications, custom-designed for smart-phones and 
tablets might, at some point in the future, make their contribution to both absolute 
and relative audience figures. 
COMMUNITY RADIO AND QUANTITATIVE AUDIENCE MEASUREMENT 
Gordon has addressed the problem of Community Radio audience 
measurement in an effort to offer a more reliable method by which this could be 
done. Her thoughts and recommendations were composed to apply to Community 
Radio everywhere, not exclusively to the UK, so they might well be applicable to the 
Community Radio stations in this case study (Gordon, 2012).  
But before getting to that, Gordon refers to another rule of thumb method for 
estimating audience numbers. According to what she calls an “unconfirmed adage 
common among Community Radio broadcasters”, a station should be able to assume 
100 listeners for every phone call received by the station. (Gordon, 2011, p 212). I 
have heard this differently expressed as the number of contacts inwards to the 
station, that is to say not initiated by station personnel, including phone calls, e-
mails, letters and personal visits, all taken together, can equal one percent of the 
audience over a period of a month, and Gordon recounts her experience in Luton 
where “audience research indicated an 11 per cent reach of the population and we 
(she refers to her students and herself) logged 200 calls over 28 days giving a ratio of 
1 call to 99 listeners” (Gordon, 2000, p. 87).  
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THE GORDON FORMULA 
The imprecision of quantitative audience research into Community Radio has 
led Gordon to suggest a research methodology which she describes as follows, and 
involves direct questioning of potential listeners:  
Radio LaB 97.1FM is used here as an example. 
 
The population of Luton according to the Office of National Statistics 
midyear estimate for 2009 was 194,300 with around 47,700 people 
aged 16 to 29. The Radio LaB 97.1FM audience survey found that 35 
out of the 100 16-29 year olds asked, listened to the station during the 
previous month. This suggests that the station has around 16,700 
listeners. 
47,700=100x35=16,695 
 
The margin of error is +/- 10 per cent, so it can be assumed, with 95per 
cent confidence that the audience is between 12,000 and 21,500: 
47,700= 100x25=11,925 
47,700= 100x45=21,465 
 
To reduce the margin it is necessary to survey more respondents. Using 
a sample of 300 reduces the margin of error to +/- 5 per cent, so if 105 
people out of 300 (35 per cent) had listen to the station, it could be 
suggested that between 14,500 and 19,000 had listened: 
47,700=100x30=14,310 
47,700=100x40=19,08 (Gordon, 2010 p 203) 
 
This model is, however, somewhat problematic, not least because 100 is a very 
small sample size from which it would be unwise to draw too many conclusions. Most 
professional population sampling is based on numbers around 1,000 and that figure 
would be very much more robust within a local area as opposed to a national 
population, as is frequently the case (Starkey, 2002/2003). 
Note that in the above example, the intention was to estimate listenership 
among 16-29 year olds. In order to undertake a similar exercise to estimate 
listenership among, for example, those who are 50-plus in a given area, one would 
need to consult the ONS for a demographic analysis of population for that area, then 
apply the formula, but with caution. It would be useful to have an analysis, station 
by station, of listening by age-group, but this level of detail is not available to those 
who do not subscribe to RAJAR, as confirmed by Lyndsay Ferrigan, Communications 
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Manager at RAJAR, in an email to me on 16th May, 2016. She says “I am afraid we 
can only provide you with the top-line data for BBC Radio Cornwall. As you are not 
a Subscriber to RAJAR you wouldn't be entitled to demographic specific data. You 
would be more successful approaching the research department at BBC Radio 
Cornwall directly”. Neither Pirate FM nor BBC Radio Cornwall were willing to divulge 
such data. 
Interestingly, Gordon puts forward the idea that triangulating three sources 
of data would go some distance towards arriving at a reasonably accurate estimate 
of Community Radio audience numbers, and one of those would have to be, as her 
Luton example suggests, personal approaches to survey a relatively small 
randomised sample of people within the coverage area of the station. The problem 
with this method, albeit more reliable, is that it costs either time or money or both, 
and unless something like a willing body of students is available as was the case in 
the Luton project which involved the University of Bedfordshire, Community Radio 
stations do not have the resources to conduct that sort of research. However, and 
mutatis mutandis, the formula which emerged from Gordon’s Luton experience, with 
her students at the University of Bedfordshire, could be applied to other Community 
Radio stations. The question, however, is whether Community Radio station 
managers such as Rogers at THE SOURCE FM would consider such research to be 
worth the effort. 
TARGET AUDIENCE MATCHING AS A QUANTITATIVE METHOD 
There is one other approach to quantifying audience to a Community Radio 
station, suggested by Pascal Grierson, MD of French Radio London and Chief 
Operating Officer of English Waves in Paris106. This consists of a careful trawl 
through a recent RAJAR quarterly research report to find a station which does 
                                           
 
106 Pascal Grierson is my eldest son, is a radio executive of some 25 years’ experience in the industry, with specialist 
knowledge, among much else, of digital developments as they affect radio. 
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subscribe to RAJAR and which resembles one’s own station as closely as possible in 
terms of coverage area, generality of programming, demographics and language 
(Grierson, personal conversation, 17th June 2015). Audience figures for the RAJAR-
measured station can then be used as a reasonably good indication of listenership 
to one’s own station. This method has proved to be useful for those stations which 
serve communities of interest in large urban conurbations, because the match can 
be close enough to be of value - but small Community Radio stations such as those 
studied in this project would find it hard if not impossible to find matching stations.  
Here again, caution is required. Stations with similar coverage do not 
necessarily attract similarly-sized audiences as some may be more popular or 
populist than others and therefore, for example, the audience size of BBC Radio2 
does not tell us how big the audience might be for BBC Radio1. The idea of station-
matching nonetheless, takes the comparison somewhat further than just station 
coverage and “size” by attempting, first, to match audiences by target demographic. 
That, perhaps, is why this instrument, however blunt it may be, might be useful for 
small radio stations only (such as Community Radio), where the likelihood of finding 
a match is higher than would otherwise be the case, purely on the basis of the 
number of Community Radio stations in existence. This might have been the case 
for Commercial Radio before consolidation, but unlikely since then.  
As for the focus group method of research, lack of resources also applies to 
this, and in any event the value of focus groups lies in finding out why listeners listen 
to a given station and what they think of the programming - qualitative research in 
other words, rather than the quantitative information which tells the station how 
many listeners are forming an audience, and for how long. 
COMMUNITY RADIO AND AUDIENCE FEEDBACK 
As for direct approaches to listeners to a given Community Radio station, in 
efforts to complete that triangulation to which Gordon refers, the words of Matthew 
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Rogers of THE SOURCE FM are important. He says, “We try to encourage feedback 
from the listeners.  They’re a famously silent bunch. They like to receive. They don’t 
like to give much back” (Rogers, ibid).  
In summary, standard market research methodology appears to be out of 
reach for the likes of THE SOURCE FM. 
HALLETT; FURTHER NOTES ON AUDIENCE MEASUREMENT  
A further, and important contribution to the debate on Community Radio 
audience measurement comes from Hallett. He cites the case of Future Radio in 
Norwich, where the street interview method, described by Gordon earlier in this 
chapter was employed and was “intended to provide a statistically justifiable 
indication of station awareness within its target community. It also sought to 
compare listenership to other stations, and to provide an estimate of total listening 
figures” (Hallett, 2011, p 382). He reports that “Key results from the street survey 
provided an estimated weekly audience for Future Radio of some 15,000 people 
(approximately 16% of the estimated available audience” (Hallett, 2011, p 383). 
He says however, that,  
 For Community Radio services, the reasons for making use of audience 
research are both more complex and perhaps less obvious. By their 
very nature, Community Radio services produce outputs which have 
other objectives than maximising absolute audience numbers and 
neither is their primary purpose the maximisation of profit through the 
sale of on air spot-advertising and commercial sponsorship 
opportunities (Hallett, 2012, p 383). 
 
He also refers to Loesser, who pointed out that:  
 
Advertisers spend money on community radio because they believe it’s 
an investment in their community, an investment that will improve the 
quality of life for their customers and employees, thereby improving the 
opportunities for business success in the long term. They spend money 
on community radio to improve the community first, and improve sales 
second (Loesser, 2011, p 2 in Hallett, ibid). 
 
And he suggests that,  
 
Community Radio should primarily be judged by the level of 
engagement a service has with its audience and other factors such as 
the training and volunteer opportunities it provides to the local area it 
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serves, along with the levels of social gain it can provide through 
programming (Hallett, 2011). 
 
Hallett makes no new specific recommendations as to how quantitative 
audience research methodology for Community Radio can, or should be constructed, 
focusing instead on the importance of qualitative research for these stations, given 
the remit of Community Radio in terms of social gain and direct community 
involvement. While Future Radio, and RadioLab in Luton (page 179) offer two 
interesting case studies, Community Radio with its highly diverse nature as the third 
tier of UK radio broadcasting is likely, in terms of audience measurement and 
identification, to demonstrate empiricism of methodology and differing levels of 
importance attached to this issue. The case study at the heart of this project 
demonstrates this point: THE SOURCE FM’s approach borders on indifference to 
audience numbers, while RSAB and CHBN express passing interest but little 
enthusiasm, with CHBN slightly more interested than RSAB. 
THE AUSTRALIAN MODEL 
Finally, on the subject of Community Radio audience research, a good deal of 
work has been done by Australian academics (Forde, Foxwell and Meadows, 2001, 
2009) on the subject of Australian Community Radio and its audiences, but they 
have the advantage of being able to access The (Australian) National Listener Survey, 
which is described on the CBAA website as, 
 
a survey of the community radio listening habits of Australians though 
a hybrid telephone and online survey of a representative sample of 
10,000 Australians over the age of 15, across all Australian states and 
territories. It is conducted on behalf of the CBAA by McNair Ingenuity 
Research, an accredited Australian market and social research 
organisation with a long history of media research dating back to the 
first radio audience surveys held in the 1930s (CBAA, 2016). 
 
This survey is also referred to by Order, in his doctoral thesis on notions of 
value in Community Radio in Perth, Western Australia) as having been of seminal 
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importance in establishing relative listening patterns in his area of study (Order, 
2013).  
The Australian Government website provides the following information: 
5 million people tune in to 440+ not-for-profit, community-
owned and operated radio services operating across the country 
each week. […] 5UV, or Radio Adelaide as it is now known, was 
Australia's first community station. It was established in 1972 
and continues to broadcast today (Australia.gov.au, 2016). 
 
Community Radio stations in Australia are about twice as numerous as their 
counterparts in the UK, and this Australian third tier radio industry has been in 
existence for more than twice as long. The relative maturity of Australian Community 
Radio has meant that there has been time for the inclusion of this form of quasi-local 
radio in national audience surveys, and for the cost per station of access to those 
surveys to be spread over increasing numbers of stations (Forde et al, ibid). It would 
not be unreasonable to assume that until UK Community Radio stations have grown, 
substantially, in numbers, there will be no equivalent UK source of Community Radio 
audience research other than the methods referred to above (pages 176 et seq). 
SELLING AND SCHEDULING ADVERTISING ON COMMUNITY RADIO  
When it comes to the sale and scheduling of commercial content, in contrast 
to RSAB where the reluctance to become involved with commercials is palpable and 
which I discussed in an earlier chapter (page 32), THE SOURCE FM’s approach could 
be said to be tolerance borne of need, without an excess of enthusiasm. The station 
manager makes regular efforts, when he has time, to attract local advertisers, as I 
have seen from my own observation107 but given that this station, in common with 
the other two Community Radio stations, has no paid staff dedicated to sales, and 
                                           
 
107 During my time as a volunteer with THE SOURCE FM, I helped to sell advertising time, and wrote approximately 
60 new commercial messages for various new and existing advertisers, and voiced several of them - acting in this 
context as both a participant and a researcher, without one invalidating the other. This offered me the opportunity 
to observe Matthew Rogers in action as he travelled around Falmouth and Penryn talking to local businesses – but 
given the pressures on his time in taking care of the many other aspects of keeping a Community Radio station on 
the air, what he is able to do in order to produce revenue from advertising is strictly limited.   
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no commission structure to incentivise anyone, the need to raise income by selling 
sponsorship or advertising is seen as burdensome and something of a necessary evil 
by the managements of all three Community Radio stations.  
THE SOURCE FM  
By far the greater part of THE SOURCE FM income is generated by successful 
application for grants and donations of one kind or another, and the station manager 
spends a lot of time writing applications. For some time (between first being awarded 
its broadcast licence and 2010) THE SOURCE FM had a close relationship with 
Falmouth University (Falmouth College of Arts as it was known at the time) which 
supported the station both in kind and cash. Matthew Rogers points out that, since 
2010, this has no longer been the case, as Falmouth University has all but severed 
its connection with THE SOURCE FM. The loss of £13,000 per annum in supporting 
revenue has meant further pressure on the station management to find both 
additional grants and more revenue from local advertising (Rogers, op.cit). 
RSAB 
Although the management of RSAB is clearly at pains to adhere to the 
regulatory instruments governing Community Radio (Vanloo, 2015) and in particular 
to the Key Commitments undertaken by RSAB, this station is somewhat less firmly 
wedded to the concept of geographical localness than is the case with THE SOURCE 
FM and CHBN. That is not to suggest that RSAB approaches its localness obligations 
with insouciance, but Vanloo makes much of the international reach of the Internet 
and the fact of listenership to RSAB by people well beyond the licensed transmission 
area 
Analysis of the monitoring task for RSAB produces no evidence that this 
station is bending its output to such an extent that it ceases to be quasi-local to its 
coverage area to the detriment of its obligation to create social gain in the community 
it serves in and around St Austell. However, in response to my answer to my 
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statement, “the way you're describing what you do, you sound as if you’re a Cornwall 
station rather than a St. Austell station”, Vanloo replied, “Absolutely” (Vanloo, op.cit). 
I do not believe that she sees any contradiction here between her St Austell localness 
and her Cornish localness, and there is nothing to suggest that Ofcom sees or hears 
enough of a problem to bring non-compliance disciplines to bear.  
RSAB takes the view that it has an obligation to produce news bulletins, and 
broadcast them every hour on the hour from 08.00hrs to 18.00hrs. Vanloo claims 
that, “if people are listening to RSAB, and we’ve got a lot of listeners who only listen 
to us, we’re their news as well.  But we give them the local news as much as we can” 
(Vanloo, 2015).  Two points emerge from this short statement. First that she believes 
that RSAB has “a lot of listeners” but when I questioned her about quantitative 
research, and whether RSAB did any, her reply was simply “no” and she goes on to 
say, “it’s hard because we know we’ve got factories listening, we’ve got taxis listening, 
we’ve got pubs listening.  But on actually listening on the radio we’ve no idea” 
(Vanloo, ibid). 
How RSAB knows that it has “a lot of listeners” is therefore open to question. 
Second, this resonates with the view expressed by Holdsworth in explaining why BBC 
Radio Cornwall simulcasts Radio 5Live at night, where he feels that however small 
the audience, those who tune to the BBC Radio Cornwall frequency have the right to 
know what’s in the news without tuning to some other station (Holdsworth, op.cit).  
RSAB claims to have about 30 presenters, which stands in stark contrast to 
THE SOURCE FM, where there are about 90. Further, RSAB’s Programming 
Schedule shows that the station adopts a general format which closely resembles the 
day-part or block approach used by Pirate FM and the BBC Radio Cornwall.  As 
Vanloo puts it, “we’ve got our regular programmes with our regular presenters and 
if one of them is ill or away or for whatever reason can’t do his or her show, someone 
will try to cover it” (Vanloo, op.cit).  The inference which can be drawn from this comes 
187 
 
down to a contrast between THE SOURCE FM where there is a close relationship 
between presenters and their programmes and RSAB where this relationship is much 
less evident. Vanloo does, however, qualify this; “if it’s a specialist show, say, ‘Ready 
Steady Mod’ on a Tuesday night, that is very much a specialist Ska, Northern soul, 
mod programme, nobody wants to step up and go, yes, I can do that programme.  
They will come in but they will do their own programme” (Vanloo, ibid). 
As to commercial content on RSAB, the following exchange between Vanloo 
and myself tells its own story: 
Q: Let me ask you about commercial content on the station.  Do you have 
commercials for local firms? 
We do hardly any. 
 
Q: How do you go about getting them? 
Some come to us.  One of our volunteers who came on board about 
12 months ago is really good at going and knocking on doors.  
However, we still hardly have any, probably about five. 
 
Q: What is your view with regard to having commercials on a community 
station?  
I don’t like them. 
 
Q: Why? 
I just don’t. I know that we have to have them because it’s money 
that helps us but it puts us under a lot of stress to actually go out 
and get advertisers.  Then we have to keep on top of it.  Ours are 
invoiced every three months.  Then we have to go back at the end 
of 12 months and say, are you going to renew and we keep all our 
fingers crossed that they are.  But Commercial Radio is the place 
for ads, commercial television is the place for ads, and I don’t think 
community radio is the place for them (Vanloo, ibid).   
 
This unhappiness with commercial content may not be typical of Community 
Radio everywhere, and there is evidence, suggested by the Community Media 
Association that Community Radio stations elsewhere in the UK actually welcome 
the selling of time, and the writing, recording and broadcasting of commercials as 
part of their service to their quasi-local communities (CMA, 2014). However, the three 
stations in this study all display reluctance to pursue commercial sales to greater or 
lesser degrees. RSAB’s relative paucity of commercials is evident from analysis of the 
monitoring results (See Part Two, Chapter 3 page 224) but despite Vanloo’s 
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protestations, RSAB’s commercial content is not as markedly different from THE 
SOURCE FM and CHBN as Vanloo’s general approach might lead one to expect. 
CHBN 
CHBN started life as a closed-circuit hospital radio service, and its emergence 
in 2012 as a fully-fledged FM Radio station brought about some changes but Mark 
Sanders, the station manager describes the situation as follows: 
 My argument always is that we are still a hospital radio as well.  And I 
feel that the service that we’re delivering now, being that we’re in a 
much better position in terms of programming, in terms of range of 
organisations that are working with us, etc.  For me, the patients, who 
are still a key part of our listener base, are getting a much better service 
than they were getting previously (Sanders, 2015). 
 
CHBN’s roots as a hospital Radio station have by no means been severed and 
the Programming Schedules make that clear. In considering social gain 
responsibilities as set out in this station’s Key Commitments, CHBN has a somewhat 
more focused approach than is the case with THE SOURCE FM and RSAB, because, 
as Sanders says,  
In our particular case it’s because of the way our key commitments are 
written and because the emphasis is on the topics of health and 
wellbeing and lifestyle … In terms of the health and wellbeing side we 
hope that we can let people know about services that are available to 
them either within the hospital community, or within the wider 
community (Sanders, ibid). 
 
Significantly, the approach to the matter of social gain at CHBN differs from 
what appears to be the case at THE SOURCE FM in particular. While Sanders and 
his colleagues do not underestimate the importance of providing local inhabitants 
with the opportunity to use radio as a platform for their views and by helping their 
own presenters and other volunteers, he stresses that “ultimately we’ve got a licence 
to serve and to provide a radio service for the community of Truro” (Sanders, ibid). In 
THE SOURCE FM’s case, the obligation to provide a radio service for listeners in 
Falmouth and Penryn would appear to be secondary in importance to serving the 
community by opening the stations’ resources to its residents. Taking the 
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comparison further to include RSAB, and as I have suggested earlier, there seems to 
be at least some suggestion, there, of looking well beyond the local area through the 
Internet, a view which, as I have suggested earlier,  could be having a negative effect, 
however slight, on RSAB’s commitment to its local area. 
The management of CHBN take their Key Commitments extremely seriously 
and Sanders expresses this aspect of running CHBN as follows:  
The way I see the key commitments document is being a sort of 
minimum level of service if you like, or a certain level of expectation.  
We probably spend a little bit too much time going back and checking 
that we’re meeting those commitments (Sanders, ibid).   
 
This somewhat tighter focus on legal and regulatory commitments is in no 
small measure also influenced by the fact that the CHBN CIC is a registered charity 
in its own right, and must therefore not only comply with the conditions in its Ofcom 
FM broadcast licence, and the various broadcast codes of practice, but stay within 
the rules of the UK Charity Commission. It has, according to Mark Sanders, no 
trouble in doing so. 
CHBN enjoys the advantage over THE SOURCE FM and RSAB of being housed 
within, and equipped by, the Cornwall Hospital Trust at no cost, which makes a very 
substantial difference in running costs as between CHBN and the other two stations. 
This in turn has the effect of lessening the pressure on CHBN to sell advertising on 
the station, and the relatively small number of commercial messages broadcast, as 
shown in the monitoring analysis, supports the fact that only modest amounts of 
time are devoted to the selling of advertising. Sanders goes on to say, 
what people tend to feed back to me and the others is that they like 
that the airwaves aren’t crammed with adverts and that things are 
being talked about because they genuinely matter to the community, 
not because there’s potentially some money at the end of it (Sanders, 
ibid). 
 
CHBN’s approach to music content makes interesting reading and points up 
another contrast between the way this station views music as part of the 
programming and the views expressed by the managements of THE SOURCE FM and 
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RSAB. Vanloo at RSAB has very little to say about the generality of the music content 
of that station’s output, and analysis of the monitoring indicates that as with THE 
SOURCE FM, there is little by way of any over-arching policy on music. With CHBN 
on the other hand, the following view expressed by Sanders indicates that somewhat 
closer attention is paid to the music component of the station’s output, as a matter 
of policy. 
I think music is very important and we’ve had first-hand experience of 
that with the hospital.  People’s mood is visibly transformed by the fact 
that you're playing a piece of music that has some kind of relevance or 
significance to them.  I think the music plays a crucial part in being 
able to deliver that social gain, really (Sanders, ibid). 
 
Sanders feels strongly that in terms of the way in which social gain is 
measured, music is barely considered by the powers that be, and the following 
excerpt from my interview with him illustrates his thinking: 
Q: Looking at the key commitments again and looking at the legislation 
and regulation, it seems to me that key commitments and social gain 
(factors) are related almost entirely to what a station is doing in 
terms of its speech content. 
Correct. 
 
Q: Which at its maximum is probably never going to be more than 40 
per cent of the output, if not less? 
No, I agree. All the key commitments are entirely written about 
what you do (by way of speech) … There’s only one bit that 
mentions music I think in the entire key commitments document 
and that’s how much music you're playing in comparison to how 
much speech there is (Sanders, ibid)) 
 
MUSIC; DELIVERING SOCIAL GAIN? 
The extent to which the provision of music by broadcast radio constitutes a 
means by which social gain is delivered, is a matter for speculation and further 
research, when the choice of sources of music available to the public is now so wide 
and so freely available even without radio. To make matters even more complex, it is 
clear enough from this project alone that Community Radio is heavily music-
dependant, and all three managers of the Community Radio stations in this study 
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express the view with varying degrees of force that their music output does contribute 
to social gain.  
In the next chapter, we can move to the analysis of the monitoring task, 
comparing what emerges from analysing the actual and typical output as monitored 
and measured on a given day, set against what all five stations are either obliged to 
do, and/or undertake to do. 
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PART TWO 
  
 CHAPTER 3 
  
 OBSERVATIONAL AND MONITORING TASK: ANALYSIS 
 
In order to manage the process efficiently, I sought to examine groups of data 
in the monitored results, for each station, having in Part Two, Chapter 2, established 
the relevant regulatory and self-reflective obligations imposed, including target 
audiences. 
The monitoring was undertaken as an exercise based on typicality so that the 
results could be reasonably assumed to be replicable on any other weekday, having 
excluded atypical periods such as Christmas, mid-summer or Easter,108 as 
previously indicated on page 121. However, this part of the project had its focus on 
snapshots taken on certain specific days and provided that there were no serious 
changes to what has been observed since that snapshot was taken, the picture 
remained clear and representative. However, to make as sure as possible that the 
snapshot was sufficiently representative of a regular pattern of programming output, 
I subsequently spent several days, in July 2016, listening at random times to each 
of the stations, a day at a time for each one, and I am satisfied that in each case I 
could discern no change to overall programming patterns.  
ANALYSIS AND COMPARATIVE INTERPRETATION OF RESULTS 
In terms of analysis and interpretation of results obtained, I looked first at the 
total amount of time devoted to speech overall, compared to music output, indicating 
percentages and ratios, given that in the case of four of the five stations, the overall 
character and objective of each service is very largely tested against the nature and 
quantity of speech content, and their broadcast licences reflect that. The licence of 
                                           
 
108 These times of the year manifest their own forms of typicality of course, but in terms of the overall output of a 
given radio station, are not typical of “everyday” programming. 
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the fifth station, Pirate FM, is more loosely framed in terms of its overall licence 
format but the station management nonetheless makes much of its “localness”, 
which was not easily evidenced by its music content. Indeed, as a general observation 
concerning the relationship between music and radio, radio as an industry would be 
hard put, particularly in Britain, to make much of a connection between music and 
localness.109 This is because by far the greatest proportion of music used by music-
led radio, particularly quasi-local radio, is recorded and sourced from national or 
international repertoires, and, increasingly, from computerised music banks either 
purchased as complete selections, or compiled by station presenters and combined 
into station-personalised sources (Berland et al, 1989 and McLeish et al, 2015).   
This analysis gave me the opportunity not only to compare speech and music 
totals, percentages and ratios individually, but to compare the stations against one 
another. 
The charts which appear below, and the comparisons which they illustrate are 
all based on the raw data obtained during the monitoring task. The sheer volume of 
data is such that I have, in order not to end up with an overwhelming number of 
printed pages of appendices to this document, transferred the source data to a 
DVD110 which is attached to the inside cover of the printed document. This includes 
data summary tables which, in most cases, may be expanded to show individual, 
detailed components of the source data. 
 
 
 
                                           
 
109 The exceptions to this generalisation could perhaps be identified where language-based radio stations (most 
usually Community Radio) use music closely associated with those languages; Awaz, Spice, Kizmat for example (See 
page 63) with Hindi or Urdu language and appropriate music originating in the Indian sub-continent. 
110 DVD - Digital Versatile Disc 
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MUSIC TO SPEECH: INTENDED AND ACTUAL TOTALS, PERCENTAGES AND 
RATIOS 
 
Intended  
Music(M): 
Speech(S) 
ratios 
M : S 
40: 60 
M : S 
80 : 20 
M : S 
70 : 30 
M : S 
70 : 30 
M : S 
70 : 30 
Actual 
ratios 31 : 69 61 : 39 75 : 25 68 : 32:  80 : 20 
 
BBC 
Radio 
Cornwall 
Pirate FM 
THE 
SOURCE 
FM 
CHBN RSAB 
 
 
FIG 7  
 (Source: monitoring task as part of this research project,  
16th - 20th November 2015) 
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BBC RADIO CORNWALL: COMMENT ON, AND ANALYSIS OF, RATIOS 
BBC Radio Cornwall, although not tied by its BBC licence to any specific 
music:speech ratio111, is nevertheless required to comply with BBC Local Radio policy 
(see page 130), where services are expected to be speech-led. The Managing Editor of 
BBC Radio Cornwall suggested that the ratio on her station would be approximately 
40% music and 60% speech, and the monitoring results indicated that this station 
is exceeding that expectation, delivering a percentage ratio closer to 70:30 in favour 
of speech. How that is divided into contributory categories is discussed later in this 
chapter, but at least one factor stands out immediately. Between 12 noon and 
3.00pm every weekday, Lawrence Reed hosts a phone-in programme which is 
devoted 100% to speech, and over the measured typical 11-hour day, that alone 
represents 27% of the total output, and almost 40% of the day’s speech output.  
It is the overall picture contrasting total speech with total music that is of 
interest here. Thus, the picture that emerged is one of clear dominance of speech 
over music and set against the station’s obligations and intentions, confirmed that 
the station had no difficulty in meeting its objectives in that regard. However, it is 
worth considering an analysis of that speech content, in order to establish whether 
or not the majority of the time devoted to speech was given over to meaningful or 
significant content as against time-filling and frequently trivialised monolgues. In 
doing so, I looked back at the BBC Radio Cornwall Service Licence to see whether 
there is any obligation upon this, and other BBC stations, to make speech 
meaningful, and if so, how meaningfulness and significance are defined. I could find 
no such definitions. However, when the IBA was the UK radio regulator (1972 - 1990), 
Commercial Radio stations were expected to include “meaningful speech” as part of 
                                           
 
111 I felt that it would make for easier comparison to use percentages against one another rather than strict ratios. 
For example, the music:speech ratios for the five stations in this study would be expressed as 0.5:1 … 1.5.1 … 3:1 
… 2.1:1 … 4.1:1 reading from left to right above; I feel that juxtaposing the percentages from which the ratios are 
derived makes the position and the comparisons clearer. 
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overall output, but this was not part of the licence requirements. Successive radio 
Regulators, up to and including Ofcom in present times, have adopted a light-touch 
approach to this issue, and there is no evidence that Commercial Radio stations have 
been in breach of any licence conditions. A slightly different approach to pinning 
down what is meant by meaningful speech can be divined from the analyses of the 
radio interview as a genre, undertaken by McDonald (2014). This study has been 
helpful in pointing up the wide range of radio speech content where meaningfulness 
can and does appear, however counter-intuitively, to include everything from the 
utterly trivial to the seriously challenging.  
PIRATE FM; COMMENT ON, AND ANALYSIS OF, RATIOS 
Pirate FM’s intended and claimed music:speech ratio is 80:20 according to the 
station’s Programme Director (Caddy, op.cit). The monitoring task indicated that the 
ratio is closer to 60:40 in favour of music and either this is an over-claim by the 
management for music content or the selected monitoring day was not typical of the 
station’s output. As to the latter, a subsequent all-day random check on the station’s 
overall output confirmed that the ratio as measured is indeed closer to 60:40 than 
80:20, even allowing for some degree of statistical drift which might bring it closer to 
70:30112. 
The implication here is that this station, which promotes itself as offering “real 
music variety” and thus appears to place a good deal of emphasis on its music 
content, was actually devoting more time to speech of one kind or another, than is 
claimed by the management. Pirate FM’s broadcasting licence and the format 
undertakings attached to that licence do not place any regulatory obligation upon 
this station whereby it would be required to meet any minimum or maximum in 
                                           
 
112 Statistical drift, or stochastic drift is a term used by statisticians to indicate that if any error has crept into a 
calculation or observation where typicality is claimed for a given set of data, the drift may be discernible but is not 
sufficiently statistically significant to invalidate the result (Krus et al, 1983). 
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terms of speech content. The explanation for the variation between management-
claimed music:speech ratio and what was measured lies elsewhere. According to 
Ofcom guidelines, and as enshrined in the wording all Commercial Radio licences, 
advertising content does not count towards speech content (Pirate FM licence, see 
page 133). In the case of Pirate FM, advertising time accounts for a substantial 
amount of what might be better described as “non-music” content, and if the time 
devoted to the broadcast of commercials is set aside, the measured speech:music 
ratio unquestionably approaches the claimed 80:20 ratio.  
COMMUNITY RADIO; COMMENT ON, AND ANALYSIS OF, RATIOS 
The position with regard to the three Community Radio stations cannot easily 
be generalised, as there were significant, measured differences between them as can 
be seen from the Community Radio segment of Figure 7, repeated below in Figure 8, 
with the light grey indicating music and the dark grey indicating speech, as with the 
previous chart, Figure 7.  
 
FIG 8 
(Note: Community Radio only) 
(Source: monitoring task as part of this research project, 2015) 
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That said, it is immediately clear from the full graphic which shows all five 
stations, that there was a considerable difference in the overall music:speech ratios 
as between the two “local” but county-wide stations (BBC Radio Cornwall and Pirate 
FM) and the three hyper-local Community Radio stations. On average, BBC Radio 
Cornwall and Pirate FM offered a music:speech ratio of 46:54, even though this is 
substantially influenced by BBC Radio Cornwall’s heavy speech content and the 
inclusion of Pirate FM’s commercial time.  
The three Community Radio stations, on average, offered a music:speech ratio 
of 74:23. In contrast to both BBC Radio Cornwall and Pirate FM, these three stations 
are under clear licensing obligations to create and foster social gain, for which the 
test would seem to be what is offered to listeners by way of speech content, rather 
than music, as Sanders of CHBN indicates on page 188 (Sanders, op.cit). He stresses 
though, that he disagrees with that approach to the measurement of social gain, 
which, he feels, should take the social gain effect of music into account as well. This 
is at least partly explained by that fact that he is managing a station which retains 
strong links with, and obligations towards, Hospital Radio status, and he sees the 
music component of CHBN as an important factor in the creation of social gain for 
his bed-bound listeners in particular.113 However, this view needs to be set against 
the equally important fact that CHBN is now a fully on-air FM station, broadcasting 
to the city of Truro and its immediate environs.  
THE SOURCE FM music:speech ratio was 75:25. Although this station is also 
“commercial” or at best “semi-commercial” and here, as with Pirate FM, commercial 
content does not count towards total speech output (Community Radio Order, 2004, 
and Community Radio Key Commitments). With THE SOURCE FM, the commercial 
                                           
 
113 This view, i.e., that music should not be excluded from notions of social gain is echoed, perhaps not quite so 
forcefully, by the managers of THE SOURCE FM, and RSAB. The relationship between music and social gain, however 
so described, is discussed in greater detail later in this thesis, in Part Two Chapter 3, under “Conclusions”. 
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content was very low anyway and did not significantly skew the measured 
percentages towards speech, as I demonstrate later in this chapter. If commercial 
content were to be excluded, the percentage of total time devoted to speech would 
drop somewhat, and the percentage devoted to music would rise in proportion.  
Music on THE SOURCE FM was an eclectic mix, and in quite sharp contrast 
with CHBN and RSAB, there is no attempt to create anything resembling an overall 
format, brand or “station sound” in musical terms. This is at least accounted for by 
the management approach to THE SOURCE FM, where social gain is seen to be 
provided more by giving aficionados of different kinds of music, access to the studios 
and to transmission, than by listener numbers to those programmes. It has to be 
said in this context, that while the legislation empowering Community Radio and the 
resultant regulatory licences and guidelines require such stations to provide or create 
social gain, no prescriptive conditions are imposed as to how the provision of that 
gain is measured. Accordingly, a music:speech ratio of 75:25 on this station might 
seem to favour music quite heavily over speech, but that picture perhaps needs to 
be refined in the light of the delivery of social gain by other means. Of importance 
here is the claim by THE SOURCE FM to be delivering a music:speech ratio of 70:30 
and allowing for some statistical drift, an actual delivery of 75:25 would not seem to 
be at serious odds with the claim. 
Measurement of the CHBN music:speech ratio produced a slightly different 
picture from THE SOURCE FM, at a rounded-out ratio of 70:30. That mirrors the 
management claim, and by comparison with both THE SOURCE FM and RSAB, 
showed a greater measured speech content than either of the latter two. CHBN 
speech content was six percentage points higher than THE SOURCE FM and fully 
twelve points higher than RSAB, but still seven percentage points below even Pirate 
FM. None of the stations came close, in terms of delivery of speech, to BBC Radio 
Cornwall, where even the most speech-rich Community Radio station, CHBN, offered 
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less than half the measured speech content of BBC Radio Cornwall (32% as against 
almost 70%).  
RSAB presented an interesting picture, given that not even commercial 
content can skew speech content either way, because so little of such content forms 
part of overall speech on this station (Vanloo, op.cit). The percentage comparison 
showed 80:20 in favour of music, and it is significant that the Key Commitments of 
RSAB also offered a 70:30 relationship because all three Community Radio stations 
commit themselves to that ratio. However, RSAB’s measured speech output was fully 
12 percentage points below CHBN and that translates as only just over 62% of 
CHBN’s speech output. The music output on this station reached 80% of the daily 
broadcast total, which is 20 percentage points higher, even, than Pirate FM, which 
makes no pretence at being anything other than a primarily music-driven station.  
But there is an oddity at work here at RSAB. According to the station manager, 
RSAB receives regular comment from its listeners to the effect that it is the most 
community-orientated station of all those with which comparison can be made 
(Vanloo, ibid). Further probing of this claim produced the fact that the comparisons 
were being made mainly by visitors to the area, as between RSAB and Community 
Radio stations “back home”. While this is no more than a claim, and not evidenced 
by any documentation available from RSAB, it does appear to be something of an 
inconsistency for a station which is so heavily music-reliant to be able to claim close 
quasi-local community contact. The Key Commitments undertaken by this station 
spell out its social gain obligations in terms of overall service, and compliance with 
Key Commitments, as policed by Ofcom, seems, again, to be couched in terms of 
speech content (See page 87). 
SUMMARISING THE EFFECT OF MUSIC TO SPEECH RATIOS 
In summary: over the five stations in this study, all of which claim localness 
in one form or another, and calculated over the fifteen-hour measured day in each 
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case, a total of 27.4 of hours or 36.5% of total output was broadcast as speech over 
those five days, while a total of 47.6 hours or 63.5% of music accounted for the 
balance, each total being out of a total of 75 hours. Taking BBC Radio Cornwall, with 
its uniquely heavy speech-orientation out of that equation, and looking at the 
remaining four stations, those figures (this time out of a total of 60 hours) were 17 
hours of speech or 22.7 percent of the total hours and 42.9 hours of music or 57.2 
percent of the total hours. 
What these figures indicated is the heavy reliance placed upon the easy 
availability of recorded music by all of the stations in question. Very little of the music 
measured was live, and none of the stations make anything other than modest claims 
regarding the amount of live music played to air.  
Given the reliance on music by all five stations, it is now worth considering 
the types of music played to air by each one, in order to compare overall music output 
with declared target audiences. Having done that, speech content was analysed and 
interpreted. 
ANALYSIS OF MUSIC TYPES MONITORED 
As far as music is concerned, the analysis was based on the categories set out 
below, which are derived from standard music industry descriptions in common use, 
as suggested by Phonographic Performance Ltd. The categories or genres listed below 
are not exhaustive, as there are other esoteric genres, and sub-genres, but for the 
purposes of this project, I used only those genres which I identified as being in 
general use across the stations monitored, after spending a good deal of time 
listening to the stations prior to overseeing the monitoring tasks. I stress that in all 
cases, the base data which appear below are available on the DVD attached to this 
document. For the sake of clarity, I recap, below, the abbreviated music genres which 
were used as category tags, with an expanded explanation as to what meaning I have 
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attached to them, derived from standardised radio industry usage (Pachet et al, 
2000).  
 
POP MUSIC, 
MODERN 
MODERN POPULAR: current/recent chart; tracks from the 
last 5 years or so, techno, dance, indie, heavy metal, rap, 
raga. This includes anything which is clearly targeted at 
young audiences interested in “hot” music.  
POP MUSIC, 
GOLD/OLDIES 
POP GOLDEN OLDIE: hits or other tracks from the 60s, 
70s, 80s and early 90s 
ADULT 
CONTEMPORARY 
ADULT CONTEMPORARY: soft-rock, modern ballads, 
anything relatively modern but which is probably aimed at 
a slightly older listener 
STANDARDS 
STANDARDS: songs sung by the likes of Sinatra, Crosby, 
Fitzgerald, or instrumentals by the big bands or soloists 
SHOWS 
ANDMUSICALS 
MUSIC FROM THE SHOWS: includes tracks from musical 
shows of any era 
FOLK, COUNTRY 
ETHNIC 
FOLK: COUNTRY: ETHNIC: folk and Country/Western, 
folk-rock and similar anything from India, Jamaica, Africa, 
South America etc ., etc ., etc., or anywhere other than 
mainstream western music).  This category is sometimes 
referred to as “World Music” 
CORNISH 
SPECIFICALLY 
CORNISH: local Cornish music/Cornish band, choir, 
instrumental 
CLASSICAL 
CLASSICAL: include all types of classical music, both 
serious and light classical 
 
Note that not all categories so described are present in all analyses, and indeed 
some categories do not appear at all on any station’s music analysis. They are 
included to demonstrate the most-often used categories employed by music radio. 
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BBC RADIO CORNWALL, MUSIC ANALYSIS  
 
 
 
FIG 9 
(Source: monitoring task as part of this research project, 2015) 
 
The management of BBC Radio Cornwall describes its Cornwall-wide target 
audience as being “over the age of 45 and about one-quarter of our audience [is] 
under the age of 45” (Causey interview, 2015). According to an Ofcom statement on 
the subject of radio music Formats (Ofcom 2015) it is reasonable to conclude that a 
target audience described above for BBC Radio Cornwall would prefer music which, 
overwhelmingly, falls outside any category which is aimed at a young audience. This 
would seem to be borne out by illustration in the above chart, which shows that the 
BBC Radio Cornwall audience was offered music describable generally as “pop” but 
with a clear emphasis (76% of all music) on tracks from past decades, usually 
described as “oldies” or “gold”. That is not to say that BBC Radio Cornwall played no 
modern pop music - clearly it did, with +-20% of all music identified as being in that 
genre - but this still left the station with what appears to be a good match between 
target audience and music which appeals to it. However, to the extent that this 
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colours the overall picture, a station which claims to be local and Cornish devoted 
barely 4% of its music output to “folk, country, ethnic” in a county where the musical 
heritage is particularly rich, and where, for example, according to the Cornwall Brass 
Band Association (CBBA), there are 41 brass bands registered as members (CBBA, 
2016). Other live and recorded music is offered, in Cornwall, by bands too numerous 
to count, in genres including Indie (independent), Latin-American, traditional jazz, 
big band jazz, Cornish bagpipe-and-strings, and many others (MusicCornwall.com). 
However, it must be allowed that a station such as BBC Radio Cornwall, seeking to 
serve as wide an audience as possible and as many listeners as possible within its 
target demographics, has, unsurpsingly, defined its music policy according to what 
is most likely to be most popular. Audience research figures, tracked by RAJAR over 
many years, would seem to bear this out, and although, according to the station’s 
Managing Editor, BBC Radio Cornwall does not conduct much by way of formal 
qualitative audience research specifically on this point, (Causey, op.cit), it seems that 
the management are content to follow what they see as a successful music genre 
pattern illustrated by the above chart.  
However, given the dominance of speech in BBC Radio Cornwall’s output, 
further clues as to the relationship between the station’s obligations and intentions 
on one hand, and its actual output on the other emerge from an analysis of its speech 
content.  
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BBC RADIO CORNWALL SPEECH CONTENT ANALYSIS 
 
 
 
FIG 10 
(Source: monitoring task as part of this research project, 2015) 
 
The above graphic indicates that some 60% of the station’s speech output is 
categorised as “community engagement”, and this description calls for some 
clarification, as it is a category of my own devising, intended to convey, partly by 
elimination rather than close definition, speech which is: 
 Not presenter chat114 or time-filling 
 Not news, weather, sport or traffic bulletins115  
 Not own- or general-BBC promotion or advertising 
 Not speech directly linked to the playing of music (introductions or 
back-announcements116) 
 
                                           
 
114 It would be needlessly pejorative to describe this kind of speech as “waffle” but as a one-time presenter myself, 
I can clearly remember my Department Head at a radio station in Canada warning me against that very thing. He 
did not mind what he described as “friendly banter” but he would not countenance “waffle”, which carries pejorative 
connotations. I have therefore sought to describe otherwise uncharacterisable speech as “chat”. 
115 It could be argued that news, weather, sport and traffic information are part of “community engagement” but I 
chose not to see it that way, given that the content of those bulletins are self-explanatory and identifiable.  
116 “Back announcements” are used by presenters of music tracks to identify track titles, artists’ names and 
anything else that the presenter feels would be welcomed by the listener, but the announcements are made after the 
track has been played, rather than (or sometimes in addition to) introducing the track before it is played out. 
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The data upon which presenter speech is based (and speech by studio guests, 
interviewees etc.,) is available on the CD which accompanies this document, where 
every speech item monitored and noted over the broadcast day is shown to have been 
assessed for the nature of its content. There is no avoiding the fact that at least to 
some extent, an element of subjective assessment is involved in this category, but 
the effect of such subjectivity is mitigated as far as possible by the process of 
elimination described above.117  
BBC Radio Cornwall devotes three hours every weekday to a speech-only 
phone-in programme hosted by Lawrence Reed. I do not intend going into detail as 
to the extent to which the content of phone-calls initiated by listeners constitutes 
meaningful or “serious” speech. Many of the conversations noted are conducted at 
the simplest level where a polished and professional presenter has to make 
allowances for the fact that at least some of the callers to his programme are ordinary, 
and not always very articulate, members of the public, with grievances to air or points 
to make which might seem trivial at one level of assessment, but might, on the other 
hand, constitute valid engagement with the mass audience.118    
Of the total of 60% of time devoted to speech on BBC Radio Cornwall, which 
in turn constituted almost 70% of the total broadcast day, that three-hour phone-in 
programme contributed a substantial 36% of all “community engagement” speech as 
I have defined it.119 In addition, weekday hours between 07.00am and 09.00am were 
speech-only, so at least five hours of each broadcast day were devoted to speech only, 
                                           
 
117 The approximate categorization abovementioned would also serve as a useful test for what is, and what is not 
“meaningful speech”, to which I have referred on page 253. 
118 There could be an argument that some, if not all, of the music output of a radio station involves engagement 
with the community and in the case of the Hospital-plus station CHBN, where requests are played for patients, 
perhaps this does constitute direct engagement. This matter of music and its place in the creation of social gain, and 
more widely, engagement with the served community, is addressed in further detail in the Conclusions chapter (Part 
Two, Chapter 3 of this document. 
119 Suggesting what does and possibly does not, constitute community engagement through speech was a matter 
of using a combination of my own experience in radio, a certain degree of personal and therefore subjective judgement 
and the need to create an essential connection between this category and the question asked by the title of the thesis. 
There is no extant lexicographical definition of community engagement, leaving me to devise one that suited the 
purposes of this project.  
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with no music content. Beyond that, BBC Radio Cornwall devoted almost 26% of its 
speech time to news (most of which was local to Cornwall), weather, sport and traffic, 
which tied in well with its declared intention to offer as much useful information as 
possible to its listeners. Against that was the figure of almost 12% of speech which 
is described in the above graphic as “presenter fill-in”. To that can, not unreasonably, 
be added a further 2% which was music-related speech, bringing the total of “chat” 
to 14%. Not surprisingly, advertising and promotion, most of which consists, in any 
event, of encouraging listeners to stay tuned to the station in order to hear other 
presenters and their programmes, played a nugatory part in total speech content.  
PIRATE FM - MUSIC ANALYSIS 
 
 
FIG 11 
(Source: monitoring task, see above charts) 
 
The analysis of Pirate FM’s music output presented a clear and simple picture, 
but immediately raised the question as to the meaning of the station’s claim to offer 
“real music variety”, and what, in that context, variety means and what the 
management means to convey.  
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With all but one tenth of one percent of the station’s music120 consisting of 
pop music in one of two forms (gold/oldies or modern121) it is certain that the 
management of Pirate FM have deliberately tailored their music output to meet a 
demand - even if they created that demand in the first place, having decided when 
they first applied for the licence in 1991 to target a younger age-group than was 
attracted to BBC Radio Cornwall, already on the air by then (Ofcom Archive, 1992). 
To restate this in order to keep the context in focus, the station’s Programme 
Director says that the target audience for this station is “all adults, 15+” (see page 
136) in its coverage area. Given that this is a universally inclusive, all-adults target, 
no-one would be in a position to object that Pirate FM was claiming one target while 
hitting another. What is clear from both RAJAR audience figures over ten years at 
least (RAJAR, 2006-2016) and to repeat what Warne suggests, the real target, 
expressed as the Key Demographic, is “roughly 25 to 55-ish. And it has a slight 
female bias so you'd be looking at late 30s, female, probably a couple of children” 
(Warne, Interview, 2016). The problem here is that the target aimed-at becomes 
something of a self-fulfilling prophesy when the two are claimed to be much the same, 
in that the generality of Pirate FM’s output has remained largely unchanged for many 
years. What is unarguable, however, is that this music-led station has, one assumes 
from its longevity, been commercially successful over an equally long time, and that 
the advertisers who pay for the station’s continued existence have no difficulty in 
reconciling the money they spend with the audience that is delivered for them. It is, 
                                           
 
120 This is what statisticians refer to as a “spurious exactitude”, the result of over-precise pure mathematical 
calculation when a percentage is expressed in such a way as to make it almost certain that statistical drift, referred 
to elsewhere (Footnote 112, page 196) enters the equation. That 0.1% figure could, without in any way invalidating 
the typicality of the monitoring task on that particular day, have come out as 1.0% or even 2%, but if that had been 
the case, it would still have left some 98% or more of the station’s music describable as pop. 
121 There is no industry-wide, accepted definition of “golden-oldies” for the simple reason that as time progresses, 
what might be seen by today’s audiences as a “golden-oldie” because it was first recorded somewhere between the 
late 1950’s and the mid 1980’s, will have become something different in twenty years from now, and gold/oldie will 
mean music from the 1990’s, 2000’s and 2010’s. “Modern” on the other hand is easier to pin down, as this tends to 
be pop music which enters Top-Forty or similar charts, their popularity measured by sales of tracks - but here again, 
“modern” today is not modern tomorrow.  
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nonetheless, significant that the “real music variety” claimed by the station did not 
include any measurable amount of music from the era of the standards, from the 
musical shows, from World music, from local Cornish music, from the repertoires of 
classical music, jazz, folk or country-and-western. At best, Pirate FM’s music could 
be described as “real pop music variety”. In this context, the Commercial Radio “bait” 
principle, comes into play, as described to me by Richard Meyer, my later stepfather 
and pioneer of Commercial Radio in the UK and elsewhere. This is the notion that in 
order to maximise audiences at minimum cost, music, carefully selected for the 
target audience, is used to attract listeners, who will then hear advertisements and 
other speech. As an example of this principle in use, Pirate FM were using an outside-
broadcast bus where the sides carried an advertisement for the new “Pirate Oldies” 
station, which said “never more than a minute away from another great song!”  
When it comes to the analysis of speech content on this station, the broad 
picture was as follows: (see overleaf). 
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PIRATE FM - SPEECH CONTENT ANALYSIS 
 
 
 
FIG 12  
(Source: monitoring task, see above charts) 
 
The most significant component of this station’s speech output was 
advertising and promotion, which made up almost 47% of the total. It is appreciated 
that, as previously noted (page 133) according to Ofcom guidelines and the wording 
of radio broadcast licences (Ofcom, op.cit), advertising and promotion do not count 
towards the total speech content on any station with an Ofcom licence. However, that 
is a judgement call by the regulator, and does not alter the fact that advertising and 
promotion are obviously not part of the music output. If the chart in Fig 7 above, 
showing music and speech percentages for Pirate FM were to be differently 
expressed, by taking advertising and promotion out of the calculations, then Pirate 
FM’s +-40% speech content would reduce by 47%, making speech only 22% of the 
overall content. That would have the effect of making the music:speech ratio closer 
to the 80:20 which the station management claims. The effect of that change on the 
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analysis of speech content only, would be to increase the percentages of total speech 
devoted to community engagement, news, etcetera, presenter fill-in and music-
related speech so that they would emerge (still adding up to 100% of speech content), 
rounded up to whole numbers, as: 
• 7% music related speech 
• 23% community engagement 
• 20% presenter fill-in 
• 38% news, weather, traffic, sport 
 13% public service announcements, within community engagement, 
above 
 
The chart would then appear as follows: 
 
PIRATE FM SPEECH CONTENT (EXCL. ADVERTISING/PROMOTION 
 
 
 
FIG 13 
(Source: monitoring task, see above charts) 
 
Again I must stress that I have been unable to discover any written evidence 
to explain why the empowering legislation and the regulator’s conditions and 
guidelines remove advertising and promotion from speech content. Aside from the 
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occasional music jingle which is part of some commercials, there can be little doubt 
that commercials are, by their very purpose, predominantly spoken-word. With a 
station which makes much of its Cornwall-localness, confirmed by both Caddy and 
Warne in their interviews with me (Caddy, op.cit; Warne, op.cit) one might not 
unreasonably expect that commercials for Cornwall based businesses or other 
advertisers could be seen as part of socially valuable speech content. If this notion 
were to be thus applied, added local-social value would not apply to commercials for 
national advertisers, but one can see the difficulty which would be faced by the 
regulator in applying the non-speech rule to some commercial stations and some 
commercial content but not others. The rule, nonetheless, emerges as a somewhat 
blunt instrument. I suspect that the radio regulator at the time (The IBA) felt obliged 
to ensure that Commercial Radio stations’ measured speech content was identifiable 
as, perhaps, socially more valuable than commercial content. There is one other 
factor which must be taken into account; as with all of the stations in this study, a 
certain amount of time is devoted to Public Service Announcements. It is difficult to 
separate those which are paid for by Central or County Government (stop-smoking 
campaigns for example) and those which are made without charge on behalf of local 
charities, but for the sake of relative simplicity, I included all such announcements 
as PSA’s, and a chart which reflects that component is as follows, showing almost 
7% of output devoted to this category: 
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PIRATE FM SPEECH CONTENT ANALYSIS   
 
 
 
FIG 14  
(Source: monitoring task, see above charts) 
 
However, this also calls for refinement, so that speech content excluding 
advertising and promotion now appears as follows: (overleaf) 
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PIRATE FM SPEECH, PSA SHOWN SEPARATELY 
 
 
 
 
FIG 15 
(Source: monitoring task, see above charts) 
 
This now indicates that 36% of Pirate FM’s speech output was devoted to a 
combination of community engagement and PSA’s. That, however, needs to be set 
against the fact that, measured by Pirate FM’s own claim to be devoting only 20% of 
its overall time to speech, community engagement and PSA’s would constitute 36% 
of 20%, or 7% of total output. If the music:speech ratio as measured by the 
monitoring task in this project, is expressed as 60:40 (see Fig 7) then the community 
engagement-plus-PSA component can be expressed as 14%.  
Comparing that to the community engagement component of BBC Radio 
Cornwall (where PSA’s are not broken out separately, but are included in community 
engagement overall), BBC Radio Cornwall devoted almost 60% of its speech content 
to community engagement (Fig 10) even if that included a substantial amount of time 
devoted to a daily phone-in programme. This perhaps goes part of the way towards 
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pointing to the difference in emphasis placed on such content by a public service 
BBC Radio station as against a Commercial Radio station.  
Looking now at commercial content on Pirate FM, what is significant is the 
fact that this station, which claims Cornwall localness, broadcast 60% of its total 
commercial time as local advertising, the balancing 40% coming from national brand 
advertisers.  
PIRATE FM - ADVERTISING CONTENT ANALYSIS 
 
FIG 16  
(Source: monitoring task, see above charts) 
 
At first glance, this might appear to reflect the fact that there has been a 
general move, as a result of a more permissive approach by Ofcom, to consolidated 
ownership across Commercial Radio in the UK, designed to maximise sales of time 
to advertising agencies who, for the most part, represent national brands (Ofcom, 
2010-2016). This comes about not least because consolidation of ownership of once 
locally-owned and programmed Commercial Radio stations has made it more 
economical, in terms of cost of sales, to do so by offering agglomerated audiences 
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which can be bought at the touch of a computer button or with very little human 
interactivity or effort. This is by no means intended as a criticism of any of the parties 
involved; it is a predictable development driven by the pursuit of profit, when an 
opportunity arises to cut costs by benefiting from economies of scale. If one sales call 
can result in time being bought across several Commercial Radio stations at the 
same time, then this makes good commercial sense.  
By contrast, when Commercial Radio was launched and had had time to 
establish itself, a pattern emerged which indicated that Local Commercial Radio 
stations’ income from local advertising settled at +-80%, with national advertising 
seen as a bonus at +-20% (Wray, 2008). Historically, that might have been true of 
Pirate FM, but even this station, not part of a consolidated network and retaining its 
claim to be local to Cornwall, now shows the advertising content analysis as 60% 
local and 40% national. 
What is interesting in this context however, is that PirateFM is still a stand-
alone station and not part of an agglomerated audience network for sales (or any 
other) purposes, but the national sales component, according to Warne, has steadily 
grown in recent times (Warne, op.cit). The reasons for this are unclear, but it can be 
reasonably conjectured that the management of Pirate FM has simply put a lot more 
effort into national sales than was the case in the past. Advertising agencies, for all 
the computerised and automated time-buying they now depend upon, are still 
apparently able to pick out good stand-alone marketing opportunities for the clients, 
and Cornwall, with Pirate FM’s substantial reach into the county’s population, must 
rank high in that category. 
Overall, in Pirate FM’s case, it would seem that as far as speech content is 
concerned, the station’s obligations and intentions as far as localness of 
programming content were actually being rather better met, than would appear at 
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first glance, but that this depended on re-positioning and re-working the components 
that went to make up speech content.  
The study of the three Community Radio stations threw up greater differences 
between the stations and more stark comparisons than was the case in comparing 
the two county-wide stations against each other - and in comparing hyper-local 
Community Radio against so-called, but county-wide, “local” stations. 
THE SOURCE FM – MUSIC ANALYSIS  
 
 
 
FIG 17 
(Source: monitoring task, see above charts) 
 
As is immediately obvious, the music output of THE SOURCE FM was a good 
deal more varied than was the case with either BBC Radio Cornwall or Pirate FM. All 
six of the more common categories of music were represented (which is not the same 
thing as “mainstream” music”, which is more usually taken to mean popular music 
of one kind or another). An all-encompassing academic definition of “mainstream” 
music does not exist, not least because mainstream is not a unitary concept, capable 
of being applied generally. Mainstream for those between 15 and 25 would be one 
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thing, while mainstream for those over 55 would be something else.  The description 
suggested by a young radio listener, a student doing an RDI course, identified only 
as “Ashley” seems to capture the generality as well as anything else. He says:  
 
Mainstream music is anything that is acceptable to play on the radio 
and everyone seems to enjoy and listen to like white sheep. They are 
commercially based and value the success of the artist more than 
actually making music. Punk rock, heavy and practically all forms of 
metal do not fall into the category, but hard rock does. If you hear it on 
the radio, basically, that's what is called mainstream. The idea that 
mainstream music is defined by relation to radio is interesting (Ashley, 
RDI, 2012).  
 
There still appears to be, furthermore, an ongoing difference of opinion 
between Ofcom and the Radio Centre, representing Commercial Radio, as to what 
constitutes “mainstream” music. In early 2015, Ofcom reported on a consultation on 
Commercial Radio music content, and attempted to set out what it hoped was a 
simplification of music genre categorisation. The Radio Centre, commenting upon 
that proposal, in April 2015 said: 
If Ofcom requires additional reassurance regarding its compliance with 
its statutory duties (and the range and diversity of output across the 
sector) it may be helpful for it to conduct a further consultation to 
ascertain which local Commercial Radio stations intend to provide a) 
mainstream popular music/broad music; b) specialist music; or c) 
make no change (Radio Centre, April 2015, p 8).  
 
Ofcom’s response to the Radio Centre in June 2015 was,  
We recognise, however, that (the) statutory framework was established 
25 years ago, when consumers had access to far less choice of music 
services, and that there may be a case for Government and Parliament 
to consider whether the current framework remains appropriate in light 
of changes in the market and consumer behaviour (Ofcom 2015 p 17).  
 
That is where things stand today. But even this station, THE SOURCE FM, 
with its Format-free stance and its commitment to allowing almost any genre of 
music to come from its studios devoted a good 70% of its music output to either 
gold/oldies pop (42%) or modern pop (28%). Referring to the music:speech analysis 
for this station, where music represented 75% of the output, there is corroborative 
evidence of the extent to which music is the mainstay of programming content, to be 
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found in the programming schedules, programme by programme, and where the 
general description of individual programmes shows “MUSIC” as the predominant 
content for all but a handful of programmes (See Appendix 6).122On the other hand, 
THE SOURCE FM did, in full contrast with both BBC Radio Cornwall and Pirate FM, 
devote some 28% of its musical output to Folk, Country, Ethnic and Cornish music, 
with a nod in the direction of Classical music as well - all notably absent on both 
Pirate FM and BBC Radio Cornwall.  
THE SOURCE FM’s speech content analysis produces the following chart:  
THE SOURCE FM SPEECH CONTENT ANALYSIS 
 
 
 
FIG 18 
(Source: monitoring task, see above charts) 
 
What is immediately evident is that, despite the heavy music content on this 
Community Radio station, some 47% of speech was devoted to community 
                                           
 
122 Note: The full Source FM schedule (Appendix 6) and that for CHBN (Appendix 6[a]) for a typical week are 
appended not in order to suggest to readers that they should examine them in detail unless they wish to do so. The 
purpose of these appendices is to demonstrate, graphically, the differing approaches to programming employed by 
the two county-wide stations and the three Community Radio stations in particular, and to a lesser extent, the 
differences in approach as between the Community Radio stations themselves. 
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engagement. Before going further, it is worth revisiting what is meant by community 
engagement as a category identified for the purposes of this research project. It would 
perhaps be helpful to think of this category as direct community engagement, which, 
to an extent, defines itself by exclusion of everything that can relatively easily be 
identified as either news/weather/sport/traffic; advertising; music-related speech; 
or presenter fill-in. However, I refer the reader to Part One, Chapter 5, where I set 
out the instructions to those engaged on the monitoring task, and I devised these 
categories to suit the purposes of this research project, viz., to make comparisons 
between stations and as between intent and action as clear and simple as possible.  
What also stands out in looking at THE SOURCE FM was the amount of time 
given over to “presenter fill-in”. Here again, refer to Fig 18 for a closer description of 
what I have taken this to mean. If, to this 40% of all speech, were added a further 
6% devoted to “music related speech”, then almost half of THE SOURCE FM’s speech 
content could have been said to be presenter-talk - roughly on a par with community 
engagement. What little was left (about 7% of all speech) is categorised as news etc., 
or advertising. This reflected, firstly, the fact that in the case of THE SOURCE FM, 
scheduled news bulletins as such are absent from speech content, and where news 
is included, it was and still is presented on an as-and-when basis by presenters 
when, at their discretion, a news story breaks and is considered sufficiently 
important to warrant a mention. The same applies to weather, sport and traffic 
information. Secondly, the very minor extent to which advertising plays any part in 
the station’s programming (just over 2%) was reflective of the fact that while the 
management of this station does not hold any negative views about commercial 
content on a Community Radio station and welcomes what it prefers to call 
“sponsorship”, little time and effort can be, and is, devoted to chasing advertising 
revenue. On the subject of commercial content, time sold to advertisers must be 
translated into written scripts (often calling for several iterations before the 
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advertisers are satisfied); scripts must be recorded, again to advertiser satisfaction; 
and the finished commercials finally scheduled for inclusion in the day’s 
programming.  
CHBN presented yet another picture. This chart denotes the music analysis 
for this station. (overleaf). 
 
CHBN MUSIC ANALYSIS 
 
 
 
FIG 19 
(Source: monitoring task, see above charts) 
 
95% of the total music played out by CHBN consisted of pop music, either 
modern or golden-oldie, and music on this station was 68% of total output. This last 
figure represented 44% of the station’s total programming, and in the case of CHBN, 
in contrast to THE SOURCE FM, where Folk and Country and Western (C and W) 
was 26% of all music, CHBN music of that genre was less than 3% of the total. The 
explanation for this difference lies partly in the fact that some presenters on THE 
SOURCE FM are either folk-music or C-and-W aficionados (see THE SOURCE FM 
programme schedule, Appendix 6) whereas there do not appear to be any such 
similar fans of those genres at CHBN, or at least in nothing like the same number. 
The other part of the explanation lies, possibly, in CHBN devoting at least some time 
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to playing music requested by hospital patients, who, it seems, do not request this 
genre either at all, or not very often.  
On the basis of that analysis, CHBN could lay itself open to being thought of 
as merely a hyper-local version of any typical Local Commercial Radio station such 
as Pirate FM, where, as indicated earlier, the music analysis indicates 99.9% pop 
music of one kind or another. In the case of Pirate FM, this is a matter of policy 
designed to match content with target audience for commercial reasons, supported 
by audience research tracked by JICRAR and then its successor, RAJAR over 20 
years or more. With CHBN, there is no compelling reason, commercial or otherwise, 
to adhere to a given music format with a narrow range of pop music or any other 
genres, but clearly the station management is doing so in the belief that this best 
serves its Truro and Hospital audiences. When it comes to consideration of Key 
Commitments, where I have assessed all three Community Radio stations for 
compliance, CHBN’s pop-music orientation does not appear to be a problem for the 
regulator. 
When it came to the speech content of CHBN, the picture was as follows: 
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CHBN SPEECH CONTENT ANALYSIS 
 
 
 
FIG 20 
(Source: monitoring task, see above charts) 
 
The first thing to strike one on looking at this chart is the time devoted to 
news, etc., - some 21% of the total speech content. This comes about because CHBN 
news policy centres on the provision of reasonably full international-plus national 
news bulletins, broadcast every hour throughout the day. However, and somewhat 
paradoxically for a hyper-local station, these bulletins did not include local news 
either from the Truro area or from wider Cornwall, as the management feels that this 
is freely available from the local press with whom they feel no compulsion to compete 
(Sanders, 2015). The international/national news comes as a direct feed from Sky 
News and is broadcast as is, without any attempt to edit the content.123 This station, 
                                           
 
123 A more credible reason for CHBN carrying Sky/IRN is almost certainly because it is free. To set up a credible 
local news service requires trained, dedicated staff who can service a sustained, rostered output, which could involve 
mixing the local stories with the Sky copy and audio. It would seem that, in considering the news output of the three 
Community Radio stations, one of three approaches is adopted. Either no, or virtually no, news to speak of and 
certainly none on a scheduled basis (The Source FM); local news and very little else (RSAB); national and 
international news and little else (CHBN) 
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in contrast with THE SOURCE FM, where timing of programme item starts and 
finishes are not seen as critical, works to a much more precise professional schedule, 
imposed by the need to take those news feeds on the hour and to the second.  
Community engagement on CHBN contributed 42% to the speech total, 
slightly less than was the case with THE SOURCE FM at 47%, but at the same time 
the presenter fill-in accounted for over 10% less than was the case with THE 
SOURCE FM (30% as against 40%). Of interest too was the CHBN percentage given 
over to advertising and promotion; while both still in low single figures, CHBN 
devoted twice as much time in percentage terms to this component as did THE 
SOURCE FM. This, despite the fact that the CHBN manager claims to devote even 
less time to selling advertising time than does his colleague at THE SOURCE FM. 
Mark Sanders of CHBN, in an interview with me, says, 
we’re actively seeking other advertisers and we want to do that, but 
ultimately the bottom line is because we’ve got no paid staff, because 
we’re in a fortunate position in terms of the premises we’ve got are paid 
for and the equipment is in existence, our running costs are probably 
substantially lower than a lot of other community radio stations 
(Sanders, op.cit).  
 
The clear implication of this view is that CHBN does not see itself as reliant 
on advertising revenue to any marked extent and this station, with its reliance on, 
and service to, Treliske Hospital in particular, has little need to balance its books by 
aggressively selling advertising time.  
We now move to the third and final Community Radio station in this project – 
RSAB in St Austell. The music pattern appeared as follows: 
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RSAB MUSIC CONTENT ANALYSIS 
 
 
  
FIG 21 
(Source: monitoring task, see above charts) 
 
Once again, and in similar fashion to both THE SOURCE FM and CHBN, the 
bulk of music on this station was pop music of one kind or another, and comprised 
95% of the music output. Of relevance here is the thought expressed by the RSAB 
station manager Sheila Vanloo in my interview with her, where she says,  
The content of our programmes doesn’t go outside us but we do know 
from emails and texts that we receive and liking on Facebook and social 
media, that people are listening in other parts of this country as well as 
other parts of the world.  So, you have to relate to that. And that’s what 
people listening online who aren’t necessarily here love about it.  
Because we’re bringing them a Cornish community, stories from our 
community and music and theatre and everything that’s involved in 
our community.  And charity fundraisers and carnivals, everything that 
goes on in our area we try to cover (Vanloo, op.cit). 
The problem, if it is a problem, is that 80% of this station’s measured output 
was music, with only 20% speech, the lowest percentage of all five measured station 
outputs in this study (see Fig 7). It must be the case, all the same, that people who 
do tune in to RSAB from places well outside the RSAB coverage area, have access to 
music from many other sources and would not necessarily be reliant on RSAB for 
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that purpose. Furthermore, given that 95% of the station’s music was either modern 
or golden-oldie pop, with very little devoted to music made by local Cornish bands or 
artists, the firmly expressed RSAB management interest in listeners who are not 
within the coverage area, is perhaps a little curious.  
But even if the 20% speech content is attractive to “outsiders” and if the 
station manager places considerable store by attracting them, it raises the question 
as to how this relates to the RSAB Key Commitments, which are couched in terms 
which emphasise localness and involvement with the local St Austell populace. 
Nonetheless, RSAB has no history of non-compliance with those Key Commitments. 
Perhaps a closer look at this station’s speech content can explain the somewhat 
contradictory stance of the management. 
 
RSAB SPEECH CONTENT ANALYSIS 
 
 
 
FIG 22 
(Source: monitoring task, see above charts) 
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RSAB makes it clear that its relatively substantial news etc., component (16% 
of total speech) comes about as a matter of policy. Vanloo says,  
If people are listening to RSAB, and we’ve got a lot of listeners who only 
listen to us, we’re their news as well.  But we give them the local news 
as much as we can (Vanloo, op.cit). 
 
Of interest in this context is the fact that RSAB broadcasts news bulletins on 
the hour throughout the day, as does CHBN, but although Vanloo states that RSAB 
is the audience’s source of news in general, RSAB news bulletins were consistently 
made up of local news only. 
It is also telling to note that Vanloo expresses clear dislike of commercial 
content. In the interview (page 187), in answer to my question, “What is your view 
with regard to having commercials on a community station?” she says, and I repeat 
it here: 
I don’t like them. I just don’t.  I know that we have to have them because 
it’s money that helps us but it puts us under a lot of stress to actually 
go out and get advertisers.  But Commercial Radio is the place for ads, 
commercial television is the place for ads, and I don’t think community 
radio is the place for them (Vanloo, ibid). 
 
With that dislike in mind, RSAB’s measured advertising output in percentage 
terms was almost 13%, as against just over 2% with THE SOURCE FM and 5% on 
CHBN. This apparent contradiction between what could be construed as policy on 
one hand and achievement on the other can only be explained by the fact that this 
station manager succeeds in no small measure in overcoming her reluctance to chase 
advertising revenue. She is the only member of RSAB staff (volunteers, all of them) 
who has the time and ability to achieve what is, by comparison with the other two 
Community Radio stations in the project, a relatively good result.  
As far as community engagement is concerned, there is very little to 
distinguish any of the three Community Radio stations from one another. Presenter 
fill-in on the other hand indicated that unspecified presenter chat on THE SOURCE 
FM accounts for almost 40% of speech; on CHBN that component accounted for just 
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under 30%, while on RSAB it was just over 23%. With presenter chat on THE 
SOURCE FM contributing double the amount of that component as compared to 
RSAB, the differences are clear and substantial enough to raise questions about the 
extent to which Key Commitments are being, or can be, met when there is so much 
unspecified speech in overall speech content. Although this category showed THE 
SOURCE FM as well ahead of (or should that be behind?) the other two stations, the 
average percentage over all three stations was 31% - nearly a third of all speech being 
presenter fill-in.  
SOCIAL GAIN ACROSS ALL COMMUNITY RADIO STATIONS 
This brings me to the matter of social gain, the importance placed on this 
requirement in Community Radio licences and the extent to which the three stations 
in this study can claim evidence of their delivery of this objective. 
I have found the following chart helpful, because it illustrates the differences 
as between the three Community Radio stations, in the amount of material by which 
social gain was delivered through community engagement, leaving aside anything 
not included in this category. That is not to say that elements of social gain are 
entirely absent from “other speech” because this would be too sweeping an 
interpretation of the figures, and because the Community Radio broadcast licences 
do not in any way closely specify what constitutes social gain.  
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SOCIAL GAIN AND COMMUNITY ENGAGEMENT, COMMUNITY RADIO  
 
 
 
FIG 23 
(Source: monitoring task, see above charts) 
 
This chart does not deal in percentages, but in hours broadcast over the 
broadcast day, and shows community engagement speech against all other speech. 
The numbers are, again, “spurious exactitudes”, calculated to the second by the 
algorithms employed in the analysis. The rounded up number of minutes devoted to 
community engagement is as follows, for the three Community Radio stations 
respectively.  
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 THE SOURCE FM - 107 MINUTES 
 CHBN -108 MINUTES 
 RSAB - 75 MINUTES 
Out of a 15 hour (900 minute) measured broadcast day, these represent the 
following percentages; 
 THE SOURCE FM -12% 
 CHBN - 12% 
 RSAB - 9% 
(The average over the three stations is just over 11%). 
I stress that these are not percentages of speech output, but of all broadcast 
output, and are worth setting against the corresponding figures for BBC Radio 
Cornwall and Pirate FM. For the purposes of this comparison, I left the number for 
Pirate FM out of contention, because this station has a much lower public service 
remit compared to the kind imposed upon the BBC, nor any social gain obligations. 
Conflating public service with social gain might seem a step too far, but they do have 
common overall objectives. What stands out is the fact that BBC Radio Cornwall 
offers over six hours of measured community engagement in a 15-hour day, and 
working back from that, to previous illustrative charts, it becomes clear that the 
heavy reliance placed on music by the three Community Radio stations (on average 
over all three, 75% of the broadcast day) will have the effect of cutting down on time 
available for speech and concomitantly, for community engagement content. The 
obverse calculation, obviously, leaves just 25% for all speech on average over those 
three stations.  
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SOCIAL GAIN, COMMUNITY ENGAGEMENT, ALL FIVE STATIONS 
 
 
 
FIG 24 
(Source: monitoring task, see above charts) 
 
 
  
232 
 
PART TWO 
 
 CHAPTER 4 
 
 INTERPRETATIONS AND SUMMARIES 
 
 
Implicit in the title of this thesis, “Local and Community radio in Cornwall: 
testing achievements against obligations and objectives”, is a question: do the five 
stations in this case study, as quasi-local radio stations, rise to the challenges of 
complying with the legal obligations imposed upon them and challenges created by 
the objectives they set for themselves?  
NO COMMON SET OF OBLIGATIONS AND OBJECTIVES 
As became clear from an early stage in that part of the research which 
interrogated the detailed modus operandi of each of the stations, the notion of a 
common set of obligations and objectives which applies to them all is not sustainable. 
Thus, beyond their all being variations on the theme of quasi-local radio, any over-
generalised conclusions as to their respective performance against objectives would 
pose problems and make no clear contribution to answering the question. 
Thus, there is no obvious way to summarise in this chapter the interpretations 
I have placed on the analyses of data, but there are some points of commonality, 
counterpointed by interesting differences - the latter noted not purely on the basis of 
differences of scale of operation or coverage, but on differences in approach and 
policy.  It would at first glance seem logical to set up, at the outset, a comparison 
between the two county-wide stations, BBC Radio Cornwall and Pirate FM, and then 
separately compare the three hyper-local Community Radio stations against one 
another - in both cases focusing on obligation/intent versus measured and observed 
performance. As the analyses progressed, however, that set of comparisons became 
less useful. BBC Radio Cornwall, with its statutory and Charter-led public service 
remit resonated with the social gain obligations imposed upon the three Community 
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Radio stations to a far greater extent than a comparison based on coverage or even 
target audiences, creating instead a shared primary focus on the public good. That 
is not to say that Pirate FM’s profile is devoid of any element of public good, but the 
primary focus for the management and parent company of Pirate FM is profit. 
Comparing BBC Radio Cornwall with Pirate FM in terms of programming output 
throws up noticeable but not unexpected differences between them as “local” 
stations, but they resemble each other less than BBC Radio Cornwall resembles the 
Community Radio stations.  
GENERAL COMMONALITY? 
There are, nonetheless, some aspects of general commonality. BBC Radio 
Cornwall and Pirate FM are both stations with coverage that takes in the whole of 
the county of Cornwall, the Isles of Scilly and parts of East Devon. THE SOURCE 
FM, RSAB and CHBN are all Community Radio stations, all operating on lower-power 
FM with designated hyper-local coverage areas respectively. All five stations are 
located in Cornwall, and reflect, to varying degrees, a common Cornishness. All five 
stations stream their output through the Internet, giving audiences world-wide 
access to them on computers of one kind of another, and the extent to which that 
technology influences the programming content, if at all, is a factor which had to be 
taken into account. 
There is only one truly commercial station in this set of five: Pirate FM is a 
fully for-profit, second-tier Commercial Radio operation, owned and operated by a 
limited company. The three, third tier, Community Radio stations are quasi-
Commercial Radio but only to the very limited extent that they are permitted to sell 
time to advertisers, and include commercial messages as part of their programming. 
As CIC’s they are not permitted to make distributable profit. If income were to exceed 
expenditure in any of those operations, (and in none of the cases in this study does 
it do so), such surplus must be ploughed back into programming or other operational 
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cost-areas. BBC Radio Cornwall is not commercial in any sense which implies the 
excess of income over expenditure, given that this first tier Public Service station is 
neither more nor less than a quasi-local branch of the British national public service 
broadcaster, with an operational budget set by BBC headquarters in London and as 
with all BBC broadcasting operations, does not sell air-time to advertisers. That BBC 
Radio Cornwall nonetheless carries advertising, albeit mostly for other BBC stations 
and/or for its own future programming, is not in dispute.  
I have, throughout this project, described all five stations as quasi-local but 
that descriptor has more to do with the convenience of contrasting them with 
national or even super-regional radio and defining them by negative exception, than 
with pinning down what localisation means in this context. At least in this case 
study, the research has started to make clear the nuances of localisation in radio as 
seen through the lenses of the producers of programming and their other activity as 
quasi-local media. 
PIRATE FM - CHALLENGES MET OR NOT? 
I am starting with this station because, as the only fully commercial operation 
of the five, its challenges in meeting obligations and intentions have little in common 
with the other four. It is a quasi-local radio station as I have defined that term in 
Part One, Chapter 1, but that is where the resemblance ends. 
As far as legislative and regulatory obligations are concerned, Pirate FM 
complies with what is expected of it, mainly because the formal requirements 
imposed upon it by its historical commitments and those imposed more recently by 
Ofcom in its revised guidelines, are framed in conveniently imprecise language, as I 
have indicated in Part Two, Chapter 2. Pirate FM would have to go a very long way 
off-message to attract the attention of the radio regulator for non-compliance and it 
is not doing so. 
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But the picture is less clear when it comes to matching Pirate FM’s own self-
reflective objectives with what the monitoring project has revealed. 
In the Commercial Radio world, consolidation has been justified by those who 
have championed it as essential in order to keep Commercial Radio alive, in the face 
of attack on advertising revenues from the Internet in particular. As I have argued 
(in considering the implications of commerce on quasi-local radio, in Part One, 
Chapter 3), while this may be true, it seems that the most compelling reason for 
bringing what were once local commercial stations into owned and operated networks 
was the relative ease with which agglomerated audiences can be sold to national 
advertisers through advertising agencies, a process to which I alluded earlier. At first 
glance, this argument breaks down in the case of Pirate FM because, while owned by 
a relatively small but quasi-nationally-based company (UKRD Ltd), its output is not 
networked from any central source. However, as Fig 16 indicates, some 40% of this 
station’s advertising output is devoted to national advertising, from which one must 
conclude that even this station, despite claiming localisation (Caddy, op.cit) appears 
to focus at least some of its sales effort on selling time via advertising agencies to 
national brands advertisers. That said, it is nonetheless the case that Pirate is not 
likely to be easily recognised as a brand by national media buyers in London, unlike 
Heart and Capital whose farthest-flung outposts are well-known in the capital. 
Interestingly, Bauer, a company which owns several once-local stations, has retained 
local branding (Key 103, Metro etc). The extent to which a station such as Pirate FM, 
claiming to be highly local dilutes its commitment to localness is at least debatable, 
given (a) that 47% of its total daytime output was in the form of advertising (Fig 14) 
and (b) its heavy dependence on pop music, none of which was of local origin (Fig 
11). This can hardly be contributory evidence of its localness. None of this is intended 
as criticism of Pirate FM’s programming or commercial policies; they are 
understandably driven by the shareholder-driven demand for profit, and are offering 
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programming which attracts an audience large enough to be attractive to advertisers, 
be they national or regional. Nonetheless, Pirate FM, if it wishes to be thought of as 
a local radio station, is perhaps better judged by comparing its programming to the 
Community Radio stations in this case study, where localness is a good deal easier 
to identify without having to stretch the meaning of the word. That comparison, on 
the research evidence contained in the monitoring task, continues to leave Pirate FM 
offering a very broad form of localness by comparison with the Community Radio 
stations, where localness is narrow and specific. Nonetheless, it would be wrong to 
conclude that Pirate FM entirely misses its targets. It certainly succeeds in meeting 
formal regulatory obligations, but when it comes to those which are self-imposed, 
particularly in terms of whether or not it meets the challenge of true localness, that 
is less clear. Perhaps targeted localness, for a Commercial Radio station covering 
such a large area is too much to ask. The comparison in this specific instance, with 
BBC Radio Cornwall, illustrates the differences in the achievement of localness. 
BBC RADIO CORNWALL - CHALLENGES MET OR NOT? 
I have found no evidence in analysing the source data to suggest that this first 
tier, public service BBC station, with a coverage footprint which mirrors that of Pirate 
FM, fails to comply with the BBC’s Local Radio Service Licence conditions under 
which it operates (Part Two, Chapter 2), or with the BBC’s overall ethos as 
encapsulated in its Charter. As to the challenge posed by the objectives the station 
sets itself (Causey, op.cit) there, too, there is nothing in the research to suggest that 
it fails to rise to them but as with Pirate FM, there is the question as to the localness 
of this station and for some of the same reasons, first among which is its county-
wide coverage. Unlike Pirate FM, however, and because BBC Radio Cornwall does 
not carry advertising, this station’s Cornish and public service pedigree is not 
affected by the occasional presence in its schedules of nationally-applicable 
messages, such as anti-smoking campaigns. Aside from the overnight simulcast of 
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nationally-broadcast radio 5Live, (Holdsworth, D, op.cit) and focusing on the daytime 
output, BBC Radio Cornwall’s programming reflects, for the most part, its 
commitment to a Cornwall localness. Perhaps even more important in this context is 
the extent to which BBC Radio Cornwall devotes time to speech as against music, 
notably in considering the amount of time devoted to phone-in programming. The 
relative ratios of speech to music speak for themselves, as indicated FIG 7. BBC 
Radio Cornwall, like other BBC local stations, does share some evening programming 
with other BBC local stations - the best example perhaps being the Saturday Night 
Love Songs presented by Graham Torrington and broadcast on several BBC Local 
stations across the south-west and elsewhere. 
As to the relationship between music and localness, and as is the case with 
all radio stations in this study, the predominantly pop music mix of golden-oldies 
and modern pop played by BBC Radio Cornwall is drawn from national and 
international repertoires (Fig 9). Specifically Cornish music does not feature at all, 
and barely 4% is devoted to folk, country and ethnic music, the latter often referred 
to as “world music”. Musically, BBC Radio Cornwall is far from local in any sense of 
that notion, but when it comes to analysing the speech content on this station, a 
different picture emerges.  
Allowing that a small and not statistically significant component of the news 
and sport output may not be Cornwall-local, while weather and traffic are 100% 
quasi-local, some 86% of the speech content is clearly focused on Cornwall, with 
almost 60% falling into the “community engagement” category, and 26% into news, 
traffic, weather and sport. I have commented in Part One, Chapter 3 and in several 
other places, on the debatable use of “community” in this context, notably when it is 
held to apply to the populace of an entire county, but it conveys a sense of intended 
connection and is useful to that extent. As to engagement, another possible avenue 
of doubtful specificity opens up. Engagement can, in the context of a radio station, 
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run from the very direct where the station is responsible for helping to save a life by 
putting the emergency services directly and quickly in touch with a caller,124 to the 
indirect where the station uses its reach into the population to broadcast warnings, 
for example, about the dangers of not fitting smoke and carbon monoxide alarms in 
commercial or residential properties. 
As Fig 7, and my comment on it (Page 194) show, BBC Radio Cornwall 
exceeded even its own targets in terms of its speech output, as emerges from the 
monitoring task. This is in no small measure attributable to the fact that this station 
devotes all of the two hours of its early-morning and breakfast-time weekday output 
to speech, and, as I indicated earlier, a further three hours to a phone-in programme 
between noon and 3.00pm, hosted by a Cornish presenter, Lawrence Reed, whose 
popularity is evidenced by audience research (BBC Radio Cornwall programming 
schedules, 2016; RAJAR, Q1, 2016).125 The prominence of speech and its over-
achievement against target is also reflective of the fact that station policy, as set down 
by the Managing Editor, is helped by concentrating such speech on issues which 
ether arise within the county or affect the populace of Cornwall (Causey, op cit).  
The extent to which music on BBC Radio Cornwall can be said to contribute 
to community engagement (or that it might not) is another matter. I would argue, 
and Matthew Rogers of THE SOURCE FM, in discussing this matter in terms of radio 
as a whole, agrees that there are two predominant means by which music and 
community engagement could be said to coincide: (a) the playing of tracks requested 
by listeners, or (b) the provision of music written and performed by those drawn from 
within the community served, or at least covered, by the station. In neither case, did 
                                           
 
124 For reasons that are unclear, but to which I can personally attest from my own experience as a broadcaster, 
individuals in trouble (medical emergencies for example) will often call the radio station to which they habitually 
listen, even before dialling 999. This is not always the case, but happens often enough for station managements, as 
I have done myself, to train presenters in appropriate, off-air, action to alert the emergency services to the situations. 
125 At the time of writing (2nd September 2016) audience research figures on Quarter 2 (April-June) 2016, had not 
yet been released.  
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BBC Radio Cornwall engage upon either of these during the monitoring task. As I 
shall demonstrate below, the connection between community engagement and music 
is much clearer when it comes to analysis of the output of at least two of the 
Community Radio stations in this study - CHBN and THE SOURCE FM.  
THE SOURCE FM - CHALLENGES MET OR NOT? 
From its inception in 2009, this station has adopted a policy which, it could 
be argued, stands the purposes of licensed communication by broadcast radio on its 
head. While not indifferent to audience numbers or attitudes. THE SOURCE FM 
focuses on fulfilling its Community Radio social gain obligations by opening its doors 
and making available its studio and transmission facilities to those who have 
something to say, or to play, and the programme schedule makes this clear. There 
did, however, emerge a pattern from the station monitoring which indicated that 
“something to play” dominated, with just over 25% of the output being speech, while 
75% was music (Fig 8). While some 70% of that music was either modern or golden-
oldie pop, it is significant that 26% was folk, country or ethnic music, with a further 
2% being identifiably of Cornish origin - at 28%, by some distance the greatest non-
pop contribution to output by comparison with any of the other stations in this study, 
particularly when compared to CHBN (3%) and RSAB (6%). What can be inferred 
from this comparison is that THE SOURCE FM’s open-door policy produced a greater 
variety of music than was the case with the other two Community Radio stations, 
while the figure for BBC Radio Cornwall was 4% folk, country and ethnic, and that 
for Pirate FM, 0% for that category. If social gain can be said to be created or fostered 
by the music content of a Community Radio station, but against the caveat that the 
broadcast licences for Community Radio neither include nor exclude any connection 
between music output and social gain, then THE SOURCE FM’s music output, on 
the basis of variety alone, would appear to have been doing do. 
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When it comes to speech content, and allowing for the fact that THE SOURCE 
FM’s overall speech content was measured at 25%, the “community engagement” 
component of speech accounted for 47% of all speech, which gives a figure of just 
under 12% of all output. Looking at this result from a purely numerical viewpoint, 
there must be some question as to the extent to which this station was delivering 
social gain as defined by the legislation, or indeed as set by its own objectives. But 
perhaps it is unfair to measure social gain purely by statistical evidence. That would 
be a quantitative approach when cultural and ethnographic objectives of this kind 
need a counterbalancing, qualitative assessment as well, as Winter suggests (Winter, 
2000, abstract). I would suggest that this might be a subject for a research project 
in its own right. Perhaps an indication of satisfaction with THE SOURCE FM’s 
provision of social gain is being provided in a negative sense by the fact that, over 
seven years of THE SOURCE FM broadcasts, Ofcom has had no cause to allege non-
compliance in this regard.  
Of significance in the case of THE SOURCE FM was the percentage of speech 
(40%) devoted to “presenter fill-in” which was carefully distinguished in the 
monitoring task from community engagement or any other categories of speech. The 
substantiality of this generalised speech element, otherwise impossible to 
characterise, raises the question, applicable to all five stations (and to radio in 
general), as to where radio simply as a friend and companion ends and its obligation 
to use the width and depth of its reach into communities to educate, inform and even 
inspire, begins. One is left wondering what the late Lord Reith of the BBC would 
make of “presenter fill-in”, and where he would place it on the “inform, educate and 
entertain” spectrum he laid down for radio (Le Jeune on Reith, 2009). Further, there 
might be a question as to whether 40% of a station’s speech output devoted to “fill-
in”, broadly characterisable, I suggest, as entertainment, would satisfy him. If the 
music output of a radio station such as THE SOURCE FM was entertainment, and 
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that constituted some 75% of all output, and if one adds a further 12% which was 
entertaining “fill in”, the total entertainment component of THE SOURCE FM output 
was 87% of the whole. The conclusion that THE SOURCE FM is predominantly an 
entertainment station, is inescapable.  
A further question worth considering is the extent to which THE SOURCE 
FM’s output was Cornwall-orientated, meaning Cornwall as a whole, as a quasi-local 
radio station. The answer from the analysis of data would seem to indicate that the 
station leaves the wider and county-inclusive Cornwall-orientation as such to the 
county-wide stations, BBC Radio Cornwall and Pirate FM, while concentrating on 
achieving localness by focusing on its immediate service area, the combined towns 
of Falmouth and Penryn. However, that focus, as I indicated earlier, comes about 
more by offering its facilities to residents of that coverage area (and in some cases, 
merely close by) than from the content of its programming. 
CHBN - CHALLENGES MET OR NOT? 
Of the three Community Radio stations in this study, CHBN devoted more air-
time to speech (32%) than the other two (Fig 7). This comes about at least partly 
because CHBN, located in, financially obligated to, and both historically and 
currently closely associated with, Treliske Hospital, has a clear, albeit self-imposed, 
remit to cover health and well-being issues, in spoken word (See page 153). None of 
the other quasi-local stations are similarly themed, so to speak, in this way, and even 
though CHBN is now a fully-licenced low-power FM station offering programming to 
the whole of the city of Truro and its immediate environs, its Hospital Radio pedigree 
is not overlooked by its management.  
CHBN music, while overwhelmingly pop-focused, showed a slight numerical 
advantage in favour of golden-oldies (almost 60% of all music) which is perhaps 
reflective of the older age demographic of its listenership. Just over 30% of the Truro 
area population is aged 50-plus, with a further 38% falling within the 25-49 bracket 
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(ONS, 2011 Census). On the other hand, the 50-plus age profile in the RSAB coverage 
area showed a 54% figure, and for THE SOURCE FM that figure was 49% - and all 
three of the Community Radio stations showed high percentages of golden-oldies 
music in their output, leaving it unclear as to why CHBN, with the lowest 50-plus 
age profile, should concentrate so heavily on that musical genre. One inference to be 
drawn from that comparison is that in all cases, the presenters, many of whom bring 
to the studios and play music from their own collections, tend towards a preference 
for golden-oldie music.  
Unlike THE SOURCE FM, CHBN was observed to adopt a block-programming 
schedule which resembles in shape what BBC Radio Cornwall and Pirate FM employ. 
THE SOURCE FM programming is an eclectic mix, with short programmes, often 
devoted to one subject or designed to publicise one social problem with suggested 
solutions, with no attempt to define day-parts (see page 98). CHBN, by contrast, as 
the research data indicated, uses short item-insertion into existing programmes. The 
philosophy of the station management at CHBN is based on a belief-become-policy 
that listeners will tune in and stay tuned in to generalised programming, where a 
music track is not far off in time, at any time, other than during speech-only 
programming such as live football commentaries from the Truro City FC. (Sanders, 
op.cit). In contrast to THE SOURCE FM, where management focus in terms of social 
gain is mainly on input to the transmitter, CHBN’s focus is more on output and on 
the audience which consumes it. However, and as I have discussed on page 183 et 
seq., none of the three Community Radio stations employ any reliably accurate 
methods for measuring audience numbers, aside from a somewhat blunt-instrument 
approach involving extrapolation from listening figures to their respectively 
streamed, simulcast, Internet outputs. Accordingly, I found no hard evidence to 
suggest that the approach adopted by any one of the Community Radio stations was 
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any less or more successful in attracting targeted audiences than was the case with 
the other two. 
RSAB - CHALLENGES MET OR NOT? 
This St Austell-based station’s output resembled CHBN far more closely than 
it resembled THE SOURCE FM in terms of the general shape of its programming. As 
with CHBN, RSAB was observed to use block-programming throughout the broadcast 
day, and complied with its social gain objectives by giving time to people or 
organisations as short-item inserts into existing programming.  
RSAB management places considerable emphasis on being able to reach 
listeners well beyond its immediate coverage area through the Internet - nationally 
and internationally (Vanloo, op.cit). There is no evidence to suggest that the station 
constructs its schedules or creates programming content specifically aimed at 
distant audiences, but how a more-than-passing interest in listenership in America, 
or Canada or other distant areas contributes to the station’s quasi-local social gain 
obligations is at least open to question.  
RSAB, on the other hand, is the only one of the three Community Radio 
stations to broadcast regular and scheduled local news bulletins (local in this case 
meaning both hyper-local, St Austell stories and some “local” to Cornwall as a whole). 
Possibly this might even contribute to, and partly explain, listenership beyond the St 
Austell area.126  
The music on this station was measured at just over 80% of all output - by 
some distance the widest difference between speech and music of all the stations in 
this study, with speech just under 20%. The next nearest ratio came from THE 
SOURCE FM with 25% speech, representing a 5% difference between the stations, 
                                           
 
126 There is a small town called Austell in the US state of Georgia, as there is a Truro in Canada and several 
Falmouths in various parts of the world, to mention just those with name-connections to the three Community 
Radio stations in this study. 
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over the broadcast day. That translates, in measured time, as 45 minutes more 
speech than RSAB - not a great deal, but symptomatic of RSAB’s even greater 
concentration on music than is the case for THE SOURCE FM and CHBN, and greater 
still when compared to BBC Radio Cornwall and Pirate FM (Fig 7). The pattern on 
RSAB music did not differ to any meaningful extent from what emerged for CHBN - 
85% of the RSAB musical output was either golden-oldies or modern pop, as against 
95% for CHBN.  Significantly, however, THE SOURCE FM pop music percentage 
dropped to 68%, because THE SOURCE FM devoted 28% of its music output to folk, 
country, ethnic and Cornish music. The figure for that category/genre for CHBN was 
just over 3%, and for RSAB, just over 5%.   
MUSIC AND SOCIAL GAIN 
In terms of social gain, the role played by music on Community Radio is at 
least partly addressed by Sanders in his personal interview with me (See Appendix 
4) and his argument is that the provision of music to the CHBN audience should be 
considered part and parcel of that station’s delivery of social gain (Sanders, op.cit). 
The fact that the music so delivered was overwhelmingly pop of one kind or another, 
does not necessarily dilute his argument, but looking at this matter against the data 
from THE SOURCE FM and RSAB, differences in approach become clear. RSAB’s 
management makes no mention either way as to the appropriateness or otherwise, 
vis-a-vis social gain, of a heavily pop music output which includes very little of 
anything else. THE SOURCE FM management would perhaps argue that its greater 
variety of music, compared to the other two stations, reflected its commitment to 
social gain by encouraging members of its audience to bring to the studio, and play, 
non-pop tracks. 
Measuring RSAB’s speech output produced a contrasting picture by 
comparison with THE SOURCE FM in particular. The fact that RSAB includes regular 
local news bulletins throughout the day, and that it devotes a good deal of time to 
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local weather, traffic and sport, accounts for the fact that measurement of RSAB 
showed that it devoted 16% of its speech output to that category (Fig 22), while THE 
SOURCE FM’s corresponding figure was barely 5% (Fig 18). CHBN’s figure for that 
genre was 21% - the highest of the three. However, the RSAB 16% must be set in 
context with its overall output, which shows that only 20% of the total was devoted 
to speech. In terms of total time devoted to it, RSAB’s news etc. output calculates at 
3.2% of the day’s 900-minute output, or 29 minutes.   
Another caution needs to be sounded in considering the analysis of RSAB 
speech, in connection with time devoted to advertising. As a percentage of total 
speech, advertising was analysed at almost 13%, but setting that against the 20% 
speech total for this station, that represented 2.6% of the day’s 900-minute total 
measured output, or just over 23 minutes of commercial time. The source data shows 
that RSAB’s commercial messages were almost all 30 seconds in length, which 
results in the equivalent of approximately 46 commercials aired over the day - an 
average rate of approximately three per hour. This, perhaps, is quite good evidence 
of the view expressed by the station manager that she does not like advertising on 
non-Commercial Radio generally, and specifically not on her Community Radio 
station (Vanloo, op.cit) - but nonetheless manages to achieve a comparatively good 
result in terms of total commercial minutes.   
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 PART TWO 
 
 CHAPTER 5 
 
 ANSWERING THE RESEARCH QUESTION: CONCLUSIONS 
 
The interpretations and analyses discussed above in looking at both speech 
and music breakdowns for all five stations are presented in constructing an answer 
to the question posed by the title of this thesis. To re-state that question: “do the five 
radio stations at the heart of this study meet the challenges posed by legal and 
regulatory conditions as well as those which are self-imposed by ownership and 
management policies?” 
There are two parts to framing a suggested answer. First, what the research 
into the formal, legal/regulatory, textual and documentary aspects has revealed in 
terms of compliance, and then the measured-numerical analyses to set formal 
compliance and undertakings against actual delivery.  
As to the first part, I have unearthed no evidence to suggest that any of the 
five stations have a record of non-compliance with formal obligations. This is at least 
partly due to diligence on the part of their managements, but also due to the fact 
that broadcasting and, in particular, Commercial Radio legislatory instruments and 
regulatory directives and guidelines on programming content, originally tightly 
framed and restrictive, have, over time, been gradually relaxed. BBC Radio 
Cornwall’s operational directives and the legislation/regulation for Community Radio 
have always been considered to be empowering rather than restrictive. 
THE FUTURE FOR BBC RADIO CORNWALL?  
As to the possible effects of the new Royal Charter for the BBC, my reading of 
the situation as it might affect the BBC Local radio network is that there is a 
considerable body of support from those concerned to protect this well-established 
sector, and that little change is anticipated. However, it is clear from the Charter that 
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the BBC is expected to rein in its expenditure overall, and there is no reason to think 
that BBC Local Radio will have immunity from efforts to achieve lower costs overall 
(Government White Paper (15th September 2016, and BBC Charter, November 2016). 
With the possibility of the eventual formulation of reduced BBC Radio budgets 
overall, the future for BBC Radio Cornwall remains somewhat uncertain. At least one 
proposal has been floated (in a national newspaper and not greeted with any 
enthusiasm by the BBC) whereby, for example and relevant to this project, BBC 
Radio Cornwall and BBC Radio Devon would undergo a forced amalgamation 
(Guardian, 2016).  
According to the station’s Managing Editor, BBC Radio Cornwall has a self-
imposed speech-to-music ratio of 60% speech as against 40% music (Causey, op.cit). 
The measured ratio worked out at 70% to 30% in favour of speech (Fig 7), which 
represents an over-achievement even against the general BBC expectation of a 
speech-led or speech-dominated programming for its Local radio stations. Even 
allowing for some degree of statistical drift which might change that measured ratio 
from 70/30 to 65/35, one can conclude that this station has no trouble in meeting 
its speech-domination challenge or even surpassing it.  
However, BBC Radio Cornwall’s management places a great deal of stress on 
its localness (Causey, op.cit). Even allowing for occasional reportage from specific 
towns, villages or rural areas in Cornwall (Causey, ibid) the question remains as to 
what localness of programming is achieved, against any of the descriptors and/or 
definitions to which I drew attention in either Part One, Chapter 2 and/or 3). A radio 
station licensed to cover a very large area cannot be blamed for failing to achieve any 
more than sporadic hyper-locality, as seen from the point of view of a geographically 
and ethnographically narrowly circumscribed homogeneous populace which would 
see itself as enjoying a form of communality if not actually seeing itself as a 
community.  
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For the period of time covered by this research project (October 2013 - 
September 2016) I concluded that BBC Radio Cornwall, as a first-tier public service 
station operates well within the provisions of the BBC Charter and the Service 
Licence under which it operates. From a formal/legal viewpoint, the answer to the 
question posed by the title to this thesis is that BBC Radio Cornwall has also met its 
self-imposed challenges without any obvious problem. 
PIRATE FM - MORE OF THE SAME? 
Pirate FM as a UK second-tier Commercial Radio station, operates under 
many more legislative and regulatory instruments than does BBC Radio Cornwall, 
and is, for the moment, answerable in terms of compliance to Ofcom, as it has been 
since 2004, and prior to that, since 1972, to Ofcom’s radio regulatory predecessors 
the IBA127 and the radio Authority.   
Perhaps the most significant regulatory change to Commercial Radio in recent 
times has been the Ofcom-permitted consolidation of stations under common 
ownership which has led to a very substantial and inevitable element of common 
programming as well. However, while UKRD, the parent company which owns and 
controls Pirate FM, has acquired ownership of fifteen other radio stations in various 
parts of the UK128, Pirate FM is not a networked station as is the case, for example, 
with stations owned by Global plc or Bauer Media Ltd. Despite there now being a 
UKRD Group Head of Music, Pirate FM’s music output, with one minor exception,129 
is programmed by its Cornwall-based Programme Director in Redruth (Caddy, op.cit) 
and all of its speech content originates from the Redruth studios. While other 
Commercial Radio stations have attracted the attention of Ofcom, which has 
expressed reservations as to the localness of content (Ofcom, op.cit) Pirate FM has 
                                           
 
127 Independent Broadcasting Authority 
128 See http://www.ukrd.com/portfolio/#radio 
129 That exception is a weekly Top-Forty Pop Music Chart programme, which is networked to many Commercial 
Radio stations. 
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had no such problems, and retains its Local Commercial Radio status in both theory 
and practice, to the extent that localness can be claimed and justified for a station 
with such  wide coverage.  
The only general conclusion one can reach in this regard is that BBC Radio 
Cornwall and Pirate FM are both good examples of the way in which “local” has 
passed into common usage in the UK radio industry to describe any radio station 
that is not national in its coverage. The more accurate meaning of the word should 
perhaps cause us to focus on much smaller, more ethnographically and/or 
geographically homogeneous areas, defined, or at least described by authors I have 
cited in detail in Part One, Chapter 2. In other words, at least in the context of this 
case study, I suggest that the Community Radio stations can lay a substantially 
greater claim to radio localness than BBC Radio Cornwall or Pirate FM. 
However, in another respect, and within the context of localness or otherwise, 
there is a factor which does set Pirate FM apart from its similar Cornwall-wide 
station. It is a fully commercial station, and that has two consequences. First, as the 
measured data clearly show (Fig 16) Pirate FM’s commercial content consisted, to 
the tune of 40%, of advertisements for national products or services. While this is 
not of itself evidential of any policy to distance the station from its claimed “local” 
roots, and is the result of commercial/financial imperatives, it does not change my 
conclusion that Pirate FM’s localness, as I describe it above, is substantially less 
clear than that of BBC Radio Cornwall.  
Further, looking at Fig 14, 47% of Pirate FM’s speech output was devoted to 
advertising and promotional messages, and however much Pirate FM might protest 
that regulatory directives and definitions seek to exclude commercial content from 
speech content overall, it remains, in looking at this through the lens of claimed 
localness, that advertising and promotion constitute 47% of all speech (which 
includes advertising, as I see it) and 18% of total output.  
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It is true that Pirate FM splits its Cornwall transmissions roughly east/west 
and roughly equally in coverage terms to accommodate “local”, meaning Cornwall-
based advertisers who wish to concentrate their commercial focus on one or other 
half of the county. Nevertheless, I suggest that this does not detract from my feeling 
that Pirate FM’s claimed localness is less justifiable than that of BBC Radio Cornwall.  
As to any challenge to which it could be called upon to rise in meeting its self-
imposed obligations, Pirate FM’s programme schedules and the monitoring task 
demonstrate that this station relies heavily on music programming, with 99.9% of 
the music drawn from the two main pop music genres (Fig 11), drawn in turn from 
national and international repertoires that are ubiquitous to pop-music radio. 
Clearly, the management sees no challenge here and are understandably more 
concerned with musical popularity and familiarity than they are with musical 
localness. Pirate FM’s target audience is described somewhat disingenuously as “all 
adults 15+” (Caddy, op.cit) but that is refined as being, more realistically, a core target 
in the 25-49 age group (Warne, op.cit). From successive RAJAR reports it is clear that 
they are hitting their core target and achieving their objectives, but they are, I 
conclude, doing so because they are playing the kind of music which that target 
prefers, and not because they are appealing with any consistency to a Cornwall 
localness.  
COMMUNITY RADIO - STEADY AS IT GOES 
The Community Radio stations in this study, have, in some ways, an easier 
compliance regime to which they must adhere. The Community Radio Order of 2004 
was, and still is, the empowering legislation, and given that it was enacted at roughly 
the same time as Ofcom came into existence, there has been no change in the 
structure of regulatory oversight, no overall policy change and little more than some 
clarifying guidelines since then. The Order was framed with what might be described 
as deliberate imprecision, designed to allow for the anticipated variety of approaches 
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to operating Community Radio stations, but the core of the Community Radio 
legislation and the regulatory guidelines which stem from that, consist of the Key 
Commitments. As I have discussed in Part Two, Chapter 2, these are incorporated 
into each Community Radio station licence, and the only change of any substance to 
the licensing process came into effect recently when Ofcom reversed the onus on the 
framing of those Commitments. Whereas the responsibility for the wording for each 
licence had been Ofcom’s, new applicants are now invited to frame their own Key 
Commitments (Ofcom, 2016). The conclusion to be reached from this change is that 
Ofcom, with some eleven years of experience in regulating Community Radio, felt 
that the operators of licensed Community Radio stations could be trusted to stay 
within both the spirit and the letter of the law as enshrined in the Community Radio 
Order of 2004 and that part of that expression of confidence could lie in self-
generated Key Commitments. 
The three Community Radio stations in this study were not affected by this 
change, their licensees having held those licences long enough to be exempt from the 
provisions of the new guidelines, and in any event, having checked with Ofcom’s 
Compliance Officer, I found that none of them have been subject to the regulator’s 
disciplinary procedures for failing to comply with Key Commitments (Heasman, 
2016). As far as Community Radio is concerned, the conclusion is that none of them 
can be accused of failing to comply with the legal and regulatory obligations imposed 
upon them and have met any challenges which might have arisen. 
I can now turn to conclusions as to the challenges posed by the stations 
themselves on their own programming in the form of performance promised or 
obligations undertaken, by comparing them against results measured in the 
monitoring segment of the research. 
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FOCUS ON THE SOURCE FM 
On the strength of the research, the description “maverick” might be 
applicable, but not in any derogatory sense, to THE SOURCE FM. The policies which 
drive THE SOURCE FM programming, and the programmes which result, bear very 
little comparison with the other two Community Radio stations, and even less with 
the two which are county-wide in their coverage. 
THE SOURCE FM answers the challenge of localness not so much by asking 
its presenters to angle their content towards local issues, but by giving air-time to as 
many different locally resident presenters as is practicable - and in this sense local 
means within the station’s Falmouth and Penryn coverage area. An analysis of THE 
SOURCE FM programming, both as laid out in programme schedules and as 
measured in the monitoring task, leads to the conclusion that while content might 
be thought to be king (Gates, op.cit) it is, with THE SOURCE FM, secondary to offering 
opportunity to would-be presenters, training them and giving them access to 
broadcast equipment. The resulting stable of some 90 different presenters, each one 
presenting his or her own relatively short programme over the course of a week, gives 
a shape and sound to THE SOURCE FM that is not mirrored by either CHBN or RSAB 
as Community Radio stations, and emphatically not by BBC Radio Cornwall or Pirate 
FM. 
This is not to say that THE SOURCE FM presenters fail to address localness 
in their programmes. Among many others, such as Rose Herman, Ian Beaumont and 
Simon Neild (See THE SOURCE FM website, www.thesourcefm.co.uk) make a point 
of raising and discussing issues that affect people in Falmouth and Penryn. 
According to Rogers, they are typical of THE SOURCE FM presenters who have been 
given air-time precisely because they have burning desires to talk through their 
views, often with local Falmouth and Penryn residents as studio guests (Rogers, 
op.cit). 
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THE SOURCE FM’s Key Commitments are framed in language that is 
sufficiently all-encompassing to avoid transgression (see page 150) and they have 
this in common with the other two Community Radio stations. This station appears 
to have no difficulty demonstrating to Ofcom that it creates social capital in the area 
it covers, as its licence requires it to do, even though its overall approach to its task 
is orientated towards microphone and presenter, rather than towards radio-set 
speaker and listener.  
THE SOURCE FM’s music content demonstrates an eclecticism of approach 
which contrasts sharply with BBC Radio Cornwall and Pirate FM. While 70% of its 
music is either golden-oldie or modern pop (this follows a general pattern to be seen 
when analysing the output of all of the quasi-local stations in this study) the 
remaining 30% is drawn from other genres (Fig 17). Comparing this to CHBN (95% 
pop, Fig 19) and RSAB (85% pop, Fig 21), it is perhaps reasonable to conclude that 
there appears to be a correlation between the large number of THE SOURCE FM 
presenters and the significantly greater variety of music output from this station, all 
driven by THE SOURCE FM’s unique policy approach to its Key Commitments as 
discussed above.  
When it comes to THE SOURCE FM speech content, analysis of the station 
monitoring throws up a high (40%) figure for “presenter fill-in”, which was separately 
noted and not part of music-related speech (Fig 18). The figure for CHBN was 30% 
(Fig 20), while for RSAB it is slightly lower at 23% (Fig 22) but still substantial when 
compared to the same category for BBC Radio Cornwall at 12% (Fig 10) and Pirate 
FM at 11% (Fig 12). The conclusion to be drawn from this comparison is that 
Community Radio presenters in this study are given greater licence to “chat” than is 
the case with the more tightly controlled output of the larger stations, but I reach 
that conclusion while treading carefully in approaching the difficult distinction 
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between meaningful speech130, and waffle.  It is, also, possibly, a reflection of the 
difference between professional presenters on first and second tier radio stations, 
and the amateur volunteers who make up the great majority on third tier Community 
Radio stations. 
FOCUS ON CHBN 
CHBN management has the somewhat difficult task of meeting two challenges, 
which would appear, at first glance, to be incompatible. First, it must, since acquiring 
a full FM Community Radio broadcasting licence, comply with those licence 
conditions and with its Key Commitments in particular, as a station serving the city 
of Truro and its immediate environs. Second, it has to maintain its status and the 
nature of its service as a Hospital Radio station, serving patients in two hospitals, 
one of which is in Truro and the other in Hayle, the latter being well outside the 
curtilage of Truro. In concluding that it meets these challenges without over-
achieving one set of objectives at the expense of the other, one must give due credit 
to the CHBN management. It cannot always be an easy balance to maintain, 
particularly given the fact that CHBN is almost entirely reliant on the Hospital Trust 
for accommodation, utilities and ancillary support services (Sanders, op.cit). At the 
same time, given its new FM status, is had to become a semi-Commercial Radio 
station in order to bolster its income - unusual, but not entirely unknown, for a 
Hospital Radio station according to the Hospital Broadcasting Association (HBA, 
2016). Given that CHBN has not attracted the attention of Ofcom for any failure to 
comply with its licence conditions, nor any complaints from the Hospital Trust, one 
must conclude that a satisfactory balance is being achieved. 
                                           
 
130 Stewart, who wrote a handbook on radio presentation, and who refers to “meaningful speech” several times, 
makes no attempt to define it other than by exception (Stewart, 2010). The only suggestion I can make, albeit 
tentatively, in the absence of citable text, is that radio speech which is meaningful, is listened-to, while non-
meaningful speech is merely heard.  
255 
 
One other factor in considering CHBN is the nature of its news coverage. The 
station does not broadcast any news bulletins as such, originating in its broadcast 
area, or within the county, but takes and re-broadcasts a national and international 
news feed every hour throughout its broadcast day. For a Community Radio station, 
this would seem counter-intuitive, and by comparison with RSAB in particular, 
exactly the opposite of what might one might expect from a highly quasi-local station 
(RSAB news is derived 100% from within its broadcast area). Then, again, THE 
SOURCE FM deals with news, whatever the source, in a very much more casual 
fashion. This station does not, nor do CHBN or RSAB, schedule news bulletins as 
such, on the hour, or at any other time, which would seem to indicate that for 
Community Radio, at least for this case study, news is not seen in any common light 
or given any consistency of treatment as a programming element. This stands in 
sharp contrast with BBC Radio Cornwall and Pirate FM, where the respective news 
bulletins are treated with military precision as to timing and length, combine local 
and national/international news and sound very similar, one to the other. 
FOCUS ON RSAB 
In comparing programming elements of this station to those of the others in 
this project, nothing of importance which has not been covered earlier in this chapter 
emerges in terms of assessing the extent to which RSAB rises to programming 
challenges.  
SUMMARISING THE FINDINGS  
What follows is a summary of the answers I have found while maintaining 
focus on the question implied in the title to this thesis: “Local and Community 
radio in Cornwall: testing achievements against obligations and objectives”. How do 
these five stations compare? 
On the strength of the research outcomes at the heart of this project, I suggest 
that at least part of the answer lies in the fact that there is little by way of common 
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challenges faced by them all. BBC Radio Cornwall and Pirate FM make heroic efforts 
to present themselves as being “local” stations, and in terms of the legal and 
regulatory challenges in this context, they meet them without exception. However, in 
terms of the localisation objectives they set themselves, the very occasional 
origination of programming elements from small towns, villages and rural centres, 
does not alter the fact that they are, in all other respects, local only to the extent that 
Cornwall can be described as a local area.  
Comparing BBC Radio Cornwall against Pirate FM, the research evidence 
points to there being appreciable differences in the way they face their challenges. 
BBC Radio Cornwall satisfactorily meets the challenges set by centrally-imposed 
BBC governance and licensing, and given the relatively high standards it sets itself 
in attempting to be a quasi-local station, it appears able to go to greater lengths than 
does Pirate FM. Pirate FM has no difficulty in meeting its formal obligations, but the 
commercial disciplines imposed upon Pirate FM result in an inevitable erosion of 
localness. 
None of the three Community Radio stations have any problem meeting 
challenges set by legislation and regulation, but they approach the challenges they 
set themselves with the Social Gain Key Commitments they undertake, in ways that 
are noticeably different.  
THE SOURCE FM creates social gain by opening its broadcasting doors, so to 
speak, to would-be presenter-members of the local area it covers, giving them hour-
long programming slots (sometimes longer) and is not particularly interested in how 
many listeners this policy attracts or fails to.  
CHBN attends to its social gain commitments by giving air-time to local 
residents and associations by way of short inserts into day-time block programmes 
and by showing at least some concern for audience numbers attracted to its FM 
transmissions. Its commitments as a Hospital Radio station, and the service it 
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provides to hospital patients also make their contribution to meeting its Key 
Commitments challenges, as does the fact that CHBN programming includes health 
and well-being features throughout its broadcast day.  
RSAB’s generalist policies and programming are similar to what were observed 
with CHBN, but its approach to its Key Commitments and social gain rely neither on 
a focus which would correspond to CHBN’s Hospital Radio service, nor upon the 
equivalent of an open-door policy à la THE SOURCE FM.  
THE SOURCE FM sets itself the core challenge of creating a highly varied 
programming schedule, and meets it. CHBN sets itself the core challenge of balancing 
its Hospital Radio service with its service to the wider populace of Truro and meets 
it. However, any equivalent, self-imposed core challenges are not so readily 
discernible with RSAB. It is doing a good job of being all things to as many local 
people as possible, albeit with more than half an eye on Internet listeners well outside 
its coverage area - much more so than is the case with THE SOURCE FM and CHBN. 
DIVERSITY MILITATING AGAINST GENERALITY 
Given the diversity of approaches to the provision of quasi-local radio services, 
it would not be helpful to attempt any general all-encompassing summary of the 
outcomes of the research this research project. It must be borne in mind however 
that the project was designed to take an academically-disciplined snapshot of the 
status of five quasi-local radio station in Cornwall at a particular time, and that the 
outcome is not necessarily intended to offer pointers to the future, for quasi-local 
radio either in Cornwall or elsewhere. What can be stated with safety, though, is this: 
the project is based on research conducted between October 2013 and September 
2016, with the measured monitoring task undertaken in November 2015. However, 
subsequent recent observation with the assistance of station websites and further 
regular listening to all five stations clearly shows that while presenters may have 
changed, as well as some programming elements, on all five stations, the general 
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picture as drawn by the research has not. I am confident that if the monitoring task 
were to be repeated today, the results would not be in any way significantly different. 
This confirms an adage when it comes to radio (Reynolds, 2015), and is posited as 
being more true than not in ethnography generally (Gill, 2002; Petty et al, 2012). 
People in general and listeners in particular do not much like change. They want the 
station to which they tune today, or a given time this week, to sound reliably similar 
tomorrow or next week. Listeners, as decades of audience measurement by RAJAR 
confirm, are more loyal than not, and once they find what they like (barring inveterate 
channel hoppers, who are a very small minority according to any interpretation of 
tracked RAJAR measurements) they tend to stick with that choice.  
Finally, on the matter of the relationship between Community Radio and 
developments in the field of DAB and DAB+, it is clear from this case study that none 
of the operators and managers of the three stations involved are showing much 
interest in DAB/DAB+. From all appearances, they are content with FM and a modest 
amount of Internet streaming. The situation in this regard, in this area of Cornwall 
may or may not be replicated in other parts of the UK, and one is aware of some 
successful experimentation with, and operator interest in, small-scale DAB 
transmissions elsewhere (Brighton, for example).  
The problem inherent in considering a present or future relationship between 
Community Radio and DAB is this: If DAB is intended to offer better sound quality 
at reception for listeners, it would appear that there is little to choose between FM 
and DAB. If DAB is intended to offer expanded choice, the notion of offering hyper-
local listeners choices as between their local Community Radio station and any other 
possibly competitive Community Radio station would seem unsustainable. If DAB 
transmission increases the coverage area of a given Community Radio station, the 
result of doing so could be the dilution and fragmentation of the community for which 
the respective stations are licensed, For the foreseeable future, it would seem that 
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“the future is digital” (Warne, op.cit) but that DAB, while well-suited to national or 
regional radio, remains a solution in search of a problem when it comes to 
Community Radio, where FM, not being broken, does not require fixing. 
SUMMARY OF KEY CONCLUSIONS 
 “Local” and “Community”, as applied to radio stations where those descriptors 
are applied as part of the characterisation of respective genres, are imperfect 
at best; confusing and chimerical at worst. However, it is clear that however 
much I would have preferred those who framed the empowering legislation to 
have opted, for example, for the French and other European descriptions 
(Radios Libres, Radio Associatives and so on, instead of “Community Radio”) 
the term has now passed into common usage in the UK, and there would no 
point in taking issue with it. The same applied to “Local Radio” where no such 
similar term is used anywhere else in Europe. 
 All the non-BBC stations in this study are heavily dependent on music, 
particularly pop or golden-oldie music as a staple of their programming, some 
more than others. Even the BBC station’s music output approaches the 50% 
mark. As to whether offering music to their audiences constitutes the 
provision of social gain, opinions of station managers vary from strongly 
worded claims that it does, to indifference 
 To the extent that at least some talk programming can be described as 
“meaningful” there is little evidence to support any suggestion that quasi-local 
radio, in fulfilling either public service or social gain goals, seeks to compete 
with BBC Radio 4 in this context. Most speech on the stations in this study 
would have to be characterised as low-key and intellectually undemanding, 
with some notable exceptions on THE SOURCE FM in particular 
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 All five stations can claim independence in the sense that they are not part of 
networks and initiate all but a very small percentage of programming from 
their own studios, located in south-west Cornwall  
 The presence of commercialism in the form of paid advertising on all but BBC 
Radio Cornwall does not impact upon or influence the content of programming 
nor in any measurable way open the stations to accusations of hucksterism 
or excessive materialism 
 BBC Radio Cornwall and Pirate FM, the two county-wide stations, subscribe 
to RAJAR and their audiences are therefore measured and tracked on a 
quarterly basis. However, none of the three Community Radio makes much 
effort to establish size of audience or listening patterns, and given that they 
all make use of relatively scarce FM frequencies under licence from Ofcom, 
there is a case to made for Community Radio to do more in this context to 
justify their use of those frequencies. However. this will only be realistically 
possible when UK Community Radio reaches a state of maturity and volume 
of stations well beyond its current status 
 None of the Community Radio stations in this study are showing any interest 
in DAB, preferring to continue broadcasting with a combination of FM and IP 
streaming. The two county wide stations do utilise DAB, but for the most part 
as simulcasts of their FM output. It is noted however, that Pirate FM has 
launched separate DAB-only stations 
 Finances loom large in Community Radio, where the station operators are 
engaged in a constant and difficult search for income from a variety of sources, 
including paid advertising or sponsorship. Pirate FM is a fully commercial and 
profit making operation, while BBC Radio Cornwall depends upon 
subventions from the overall BBC radio budget, possibly under threat as a 
result of pressure to cut costs throughout the BBC 
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 None of the stations studied have any problems in adhering to compliance 
legislation or regulatory guidelines, even though these are in some cases 
deliberately framed in vague language 
 The matter of achievement against self-imposed and self-reflective objectives: 
there is no evidence to suggest any failure of achievement in this regard, but 
here again, the language used in setting those objectives is comfortably vague. 
The only conclusion in this context, to be drawn from the observational and 
monitoring sector of the research is that localness and community-connection 
are achieved in varying degrees, and that generalisations are not helpful. 
Indeed, there is little point in any attempt to come to one, over-arching 
conclusion based on this research project. The diversity of ownership, policies, 
purposes and programming content speaks for itself in militating against 
reaching any single conclusion. 
 There is, however, one inescapable general observation where it would remiss 
of me not to draw attention to it; all of the stations in this study are heavily 
dependant upon music - almost all of it modern pop or “golden oldie” - for 
sustaining their programming and filling their schedules. Even BBC Radio 
Cornwall, where speech occupies much more time than is the case with the 
other four stations, shows, as a whole, something of the order of a 50/50 
balance between music and speech (see Fig 10). A cursory analysis of “local” 
and “community” stations in other areas of the UK (Ofcom. 2015) make it clear 
that this pattern of music dominance is widespread, and this remains the case 
even when the listener’s available ear-time and the demand for music is 
catered for by a long and growing list of personalised and other broadcast 
sources. Speech - at least in terms of informational and quasi-educational 
speech - would almost appear to be viewed grudgingly as an imposed “must 
do”. 
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A TENTATIVE RECOMMENDATION 
On the strength of what I have learned, and although I stated in the 
introduction to this thesis that I would steer clear of making recommendations, I 
have come to the conclusion that I must make one, and only one, and it affects only 
the Community Radio stations.  
As long as Community Radio continues to use radio frequencies, whether they 
be FM or AM (and, now, DAB+) and as long as those frequencies continue to be seen 
as limited and precious public resources, perhaps the time has come for Community 
Radio stations to accept that there is an onus upon them to pay much greater 
attention to the number of listeners they are attracting. Furthermore, from the views 
expressed by the managers of the three Community Radio stations (Part Two, 
Chapter 2) it is clear that while they are not unduly exercised by the absence of 
reliable quantitative audience research, they are not unaware that income from sales 
of advertising calls for at least some proof of delivery of the reach of their advertisers’ 
messages to enough listeners to justify the money they, the advertisers, are spending. 
Perhaps through the Community Broadcasting Association, and/or with the help of 
Ofcom, or as a result of a private enterprise initiative, an affordable, reasonably 
accurate and trackable method of audience measurement can be devised in the UK 
to do for third-tier Community Radio what RAJAR does for first-tier Public Service 
Radio and second tier Commercial Radio. In time, perhaps the level of service 
rendered to Australian Community Radio by McNair Ingenuity Research could be 
replicated in the UK, as soon as the number of Community Radio stations reaches a 
tipping point.  
Finally, I must ask myself, “has the question implicit in the thesis title been 
answered, either fully or in part?” And as a coda to that, “what does the answer to 
the question, focused on a case study in Cornwall, offer by way of adding to 
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understanding of the way in which quasi-local radio rises to the challenge of making 
localisation mean what it says?” 
The answer to the thesis question was never likely to be either “yes” or “no”. 
What has emerged from the research is that localisation in radio is a highly nuanced 
notion. Legal, formal regulatory and self-imposed requirements for localisation are 
met, at one extreme, more in the breach than in the observance with the two county-
wide stations scarcely able to achieve close and consistent localness despite claiming 
to do so. At the other extreme, the three Community Radio stations both claim and 
achieve a high degree of hyper-localness - but as to pinning down precisely what 
communities are being served within those hyper-localities, the picture is far less 
clear.  
As to the second and broader question, and as I suggest earlier in this chapter 
(Page 249) a case study is never more nor less than that: it captures a time-
constrained, tight focus on a phenomenon where the results of close investigation 
can, but do not always, offer pointers either to the future of any studied genre nor, 
as in the case of this research project, to the current or possible future state of quasi-
local radio elsewhere.  
I hope that this research project might do either or both. 
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APPENDICES   … 
 
APPENDIX 1 
 
THE DAB VS FM AUDIO QUALITY EXPERIMENT - DETAILS 
 
I must stress that I make no claim for this experiment beyond its value as a 
pointer to the conducting of more widely based research with larger sample numbers. 
The layout was as follows131:  
 
FIG 2 
AUDIO QUALITY EXPERIMENT LAYOUT 
 
1. The above arrangement was set out in an acoustically neutral room so 
that bounce-around or echo were minimised. The sound from the radio 
sets, placed on a table at a height corresponding to average head-height 
when seated, came directly from the sets to the ears of the audience 
and the screen between them was low, thin and acoustically neutral. 
None of the listeners were wearing or using any type of hearing-aid 
                                           
 
131 This experiment will be referred to again, in Part One, Chapter 5 when I discuss Methodology and Methods 
employed in this project. 
Two rows of ten 
chairs, occupied 
by a random 
selection of 20 
people, ranging 
in age from 17 
to 70, with an 
equal number of 
men and 
women. 
Screen keeping the radio sets 
and the moderator out of 
sight of the audience 
FM-
TUNED 
RADIO 
SET 
DAB-
TUNED 
RADIO 
SET 
MODERATOR 
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2. The radio sets were two identical, mass-produced Roberts Radio DAB 
and FM models (Roberts Model: Classic DAB 2), set up so that the 
strength of received signal for both types was of easily audible and 
equal value. The volume control was set on both receivers to the same 
measured decibel level. At certain stages of the experiment, the tuning 
of the receivers was reversed at random so that any left/right 
preferences were eliminated.  
3. Both sets were tuned, first, to BBC Radio Cornwall, one tuned to the 
signal on FM, the other to the same station but tuned to the simulcast 
DAB signal.  
4. The audience was furnished with a simple form, showing the time in 
minutes, leaving spaces for participants to indicate whether they 
believed that they were hearing the sound from an FM or a DAB 
receiver. I had a similar form, to log exactly when I changed from one 
receiver to the other 
5. At approximately halfway through the experiment the station was 
changed to Pirate FM on FM and DAB, and the audience members were 
asked to change places from front to back rows and vice versa, and left 
to right. (The output from two stations was used in this experiment, so 
that any content differences between a commercial station [Pirate FM] 
and a non-commercial station [BBC Radio Cornwall] were neutralised.) 
This also allowed for differences in genre of music, with Pirate FM 
mainly modern pop and BBC Radio Cornwall mainly golden-oldies 
6. The audience members, unpaid, were recruited from among friends and 
family and were not required to provide names or any other personal 
data for the purposes of this experiment. No ethical considerations 
therefore arose. I do not claim that my method of recruiting the 
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respondents was scientifically random as it would be understood by 
market research professionals, but I made as sure as possible than I 
ended up with a mix of older/younger, male/female.  
7. The participants were not told ahead of time the exact purpose of the 
experiment, so that there could be no preconceptions or any Hawthorne 
or Halo effects132. They were told that it was an experiment in listening 
to radio and that details would be forthcoming at the start of the 
process 
8. To allow for the short time-lag between FM and DAB (the DAB signal, 
to allow the transmission multiplex time to code the signals, and the 
receiver to decode them, arrives a little after FM) switching between the 
two radio sets was not cross-faded, but faded in and out with a few 
seconds between  
The purpose of the experiment was to see whether, under controlled 
conditions, ordinary listeners, listening to standard production, identical, retail-
available receivers, could discern, to any statistically notable extent, differences in 
sound quality between FM and DAB. Using a simple comparative statistical analysis 
of the entries made by listeners shows that no more than 30% of the participants 
were able correctly to identify the source of the sound at any given time. Ordinary 
listeners could not tell the difference between DAB and FM sound to an extent that 
would justify claims to the effect that DAB offers any substantially improved quality 
                                           
 
132 The Hawthorne effect (also referred to as the observer effect) is a type of reactivity in which individuals modify 
or improve an aspect of their behaviour in response to their awareness of being observed. The experiments took place 
at Western Electric's factory at Hawthorne, near Chicago in the USA in the 1920s. The Halo Effect (a term coined by 
Edward Thorndike in 1920) is a cognitive bias in which an observer's overall impression of a person, company, 
brand, or product influences the observer's feelings and thoughts about that entity's character or properties resulting 
in false positive reactions. 
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of sound.133 (See Appendix 1, example of log-sheet input by a participant and 
Appendix 2, detailed analysis sheets).  
I repeat that while I made every effort to make the experiment as meaningful 
and as scientifically credible as possible, this was not intended to be anything more 
than an indicative trial run for what might eventually lead to a full-scale but similar 
experiment, possibly involving more people, higher-price, higher-fidelity receivers 
and as a control, DAB+ rather than DAB. The point was to establish obvious 
differences in perceived sound quality - or the absence thereof. 
The message, however, was clear enough for me to believe that while the 
advent of DAB in whatever form is providing listeners with an increased number of 
stations to choose from, there must be considerable doubt as to whether it improves 
the listener experience in terms of received and perceived audio quality.  
  
                                           
 
133 DAB was supposed to achieve two objectives. First, to make radio reception clearer and more crisp. Second, but 
not necessarily in that order, to make many more channels available and expand choice, given that DAB was 
publicised as being capable of so encoding FM signals as to make it possible for one FM frequency to carry up to 12 
different signals. While the second aim has been partly achieved (UK multiplexes can actually manage no more than 
10) the first has not. DAB sound quality has been described by Cridland as being, in certain circumstances, like 
hearing “bubbling mud”. (Cridland, 2011). 
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APPENDIX 3 
AUDIO QUALITY EXPERIMENT LOGS 
RESPONSE FORM: EXAMPLE AND ANALYSES 
 
AUDIO SOUND QUALITY 
EXPERIMENT           
DATE           
PARTICIPANT # 6        
      
 Correct 
response?    
Correct 
response 
TIME SLOT FM DAB Y / N TIME SLOT   
1   X Y 1 DAB 
2 X   N 2 DAB 
3   X N 3 FM 
4   X Y 4 DAB 
5   X N 5 FM 
6 X   N 6 DAB 
7   X N 7 FM 
8   X N 8 FM 
9 X   N 9 DAB 
10 X   N 10 DAB 
11 X   Y 11 FM 
12 X   N 12 DAB 
13   X Y 13 DAB 
14   X N 14 FM 
15 X   Y 15 FM 
16 X   Y 16 FM 
17 X   N 17 DAB 
18 X   N 18 DAB 
19 X   Y 19 FM 
20   X N 20 FM 
21   X N 21 FM 
22 X   N 22 DAB 
23 X   N 23 DAB 
24   X N 24 FM 
25   X Y 25 DAB 
26   X N 26 FM 
27 X   N 27 DAB 
28   X Y 28 DAB 
29   X N 29 FM 
30   X Y 30 DAB 
CHANGE OF SEATING       CHANGE OF SEATING   
31 X   N 31 DAB 
32 X   N 32 DAB 
33 X   Y 33 FM 
34 X   N 34 DAB 
35 X   Y 35 FM 
36   X Y 36 DAB 
37   X N 37 FM 
38   X N 38 FM 
39 X   N 39 DAB 
40 X   N 40 DAB 
41   X N 41 FM 
42 X   N 42 DAB 
43 X   N 43 DAB 
44   X N 44 FM 
45 X   Y 45 FM 
46 X   Y 46 FM 
47 X   N 47 DAB 
48 X   N 48 DAB 
49   X N 49 FM 
50   X N 50 FM 
51   X N 51 FM 
52 X   N 52 DAB 
53 X   N 53 DAB 
54   X N 54 FM 
55   X Y 55 DAB 
56   X N 56 FM 
57   X Y 57 DAB 
58 X   N 58 DAB 
59 X   Y 59 FM 
60 X   N 60 DAB       
  number correct = 18   
  percent correct = 30   
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APPENDIX 4 
 
AUDIO QUALITY EXPERIMENT LOGS 
FULL SUMMARY OF RESPONSES 
 
 
AUDIO QUALITY EXPERIMENT              
SUMMARY OF RESULTS                 
TIME PARTICIPANT                                    
SLOT 1 2 3 4 5 6 7 8 9 
1
0 
1
1 
1
2 
1
3 
1
4 
1
5 
1
6 
1
7 
1
8 
1
9 
2
0 
1 Y Y N N N Y Y Y N Y N N Y Y N Y N N N N 
2 N N N N N N N N N Y N N Y Y Y N Y N Y N 
3 N N N Y N N Y Y N N Y N N N N N N N N Y 
4 Y N Y N N Y Y N N N N N Y N Y N Y N Y N 
5 N N Y Y Y N N N N N Y Y Y N Y Y N N Y N 
6 Y Y Y Y Y N Y Y Y Y N N N N Y N N N N N 
7 N N Y Y N N N N Y N Y N N N N Y Y N N N 
8 N N Y N Y N Y N Y Y N N N Y Y Y N Y Y N 
9 N N N N N N N N N N N N Y N N N N N Y Y 
10 Y Y Y Y N N N Y Y N N Y Y N N N N Y N N 
11 N N N N Y Y N N N N N N N N N Y N N Y Y 
12 N Y Y N N N Y Y N N N Y N Y Y N N Y N N 
13 Y Y Y N N Y Y N Y N Y N N N N N Y N N Y 
14 Y N N N N N N Y Y Y N N N N N N N N N N 
15 Y N N Y N Y Y Y N N N Y N N N N N Y N N 
16 N N N N Y Y N N Y N N N N N N Y N Y Y N 
17 N Y N N Y N N N N Y N N N Y Y Y N N Y N 
18 N N N N N N N N N Y N Y N N N N N N Y N 
19 Y N N N N Y N N N N N N N Y Y Y N N N N 
20 N N N N N N N Y N N N N N N N N N N N N 
21 N Y N Y N N Y Y N Y N Y Y N N N N N Y N 
22 N N N N Y N N N Y N N Y N N N N N N N Y 
23 N N Y N N N N N N N N N N N N Y N N N N 
24 Y N N N Y N N N N N N N N N N N Y N Y N 
25 N Y Y N Y Y N Y Y Y N N Y Y Y Y N Y N N 
26 N N N N N N N Y N N N N N N N Y N Y Y N 
27 N N Y N Y N N N N N N N Y Y Y N N N N N 
28 Y N N N N Y N N N Y N Y Y N N Y N N N N 
29 Y N N N N N N N N N N N N Y Y N N N Y N 
30 N Y N Y Y Y N Y N Y Y N N Y Y Y N Y N N 
CHANGE 
OF 
SEATING                                         
31 Y N N N N N N Y N N N N N N N Y Y Y Y N 
32 Y Y N N Y N N Y N N N N N N N N Y Y N N 
33 Y N N N Y Y Y N N N N Y N N N N Y N Y Y 
34 Y N N Y N N N Y N Y N N N N N N N N N N 
35 Y Y N N N Y N N N N N N Y N N N N N N N 
36 Y N Y Y Y Y N N Y N N N N Y Y N Y Y Y N 
37 N Y N N N N Y Y N N N N N Y Y N N N N N 
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38 Y N Y N Y N N Y N N N Y Y N N N N Y Y Y 
39 N N N Y N N N Y N Y Y N Y Y Y N Y N N N 
40 N N Y Y N N N N N N N N N N N N Y Y N N 
41 N N Y N N N N N Y Y N Y N Y Y Y Y N N N 
42 N Y N N N N N N Y N N N N N N N N Y N N 
43 Y Y N Y N N N Y Y N N N Y N N N Y N N N 
44 N N N Y Y N Y N N Y N N Y N N N N N N N 
45 Y Y N Y N Y N Y N N N N Y N N Y N Y Y Y 
46 N N N Y N Y N Y Y N N Y N Y Y Y N N N N 
47 Y N Y Y Y N N N Y Y N Y N N N N N N N N 
48 N N N N Y N Y Y Y Y N N N Y N Y Y N N Y 
49 Y N Y N Y N N N Y N N Y N Y Y N Y N Y Y 
50 Y Y N Y N N N Y N Y Y N Y Y Y Y N N N Y 
51 N N N N Y N Y Y Y Y N N Y Y Y N Y Y N Y 
52 N N N Y Y N Y Y Y Y N N N Y Y N N N N N 
53 N Y Y N N N N N N Y Y N N N N Y Y N N N 
54 Y N Y N N N N Y N N N N N N Y N Y Y N Y 
55 N N N N N Y Y Y N N N N N Y Y Y N Y N Y 
56 Y Y N Y Y N Y N N Y Y Y Y N N N Y N N Y 
57 N Y Y Y N Y N N Y Y N Y N Y Y N Y N N Y 
58 N Y N N N N N N N Y N Y N N N N Y N N N 
59 Y N N Y N Y N N N Y N N N Y Y N Y N N N 
60 Y Y N Y Y N Y Y Y N N Y N N N Y Y N Y N 
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How do you see Charter renewal going from the point of view of a BBC local 
radio station? 
For the BBC as a whole, or for local radio? 
I'm particularly thinking about local radio. 
I think local radio will come through safe.  And that’s a sweeping statement to start 
off with, but as you can imagine, after some of the discussions that have taken 
place over the last few years I think that’s probably an area that just needs to be 
stated at the start.  The BBC is interested at the moment in demonstrating how 
well it’s done in its core purposes and one of its core purposes is representing the 
nations and the regions.  So, local radio is quite important to the BBC in that 
respect.  In terms of what the BBC has been doing we’re quite important in those 
terms.  There are so many discussions on Charter renewal and things are changing 
at the moment so I'm giving you my view on the things that I think are important 
and will be core for local radio. 
First is the role we have played.  Second is what the BBC wants to do and what it 
sees as important and that social cohesion, community role, is something the BBC 
sees it can do, bringing people and communities together.  That will still be one of 
the things the BBC is keen to do and we'll be part of that. The third thing is, it’s 
very keen to almost expand its intake to represent all communities.  Even in things 
like local arts and local music, they're all things that local radio does.  Overall there 
are things we do which I think will be important to the BBC as part of this process. 
The purposes as set out in the original Charter are quite well spelt out but 
people are beginning to say, are the purposes now suited to what we are doing 
in the modern age?  Should we redefine those purposes? 
Yes, absolutely. 
297 
 
From my point of view a lot of academics are getting involved in this and 
they’re approaching it from an odd point of view, which I'm trying to avoid.  
Let’s look at exactly what the meaning of the word is, a typical academic 
approach to this.  I think, come on guys, can we get a bit real about this.  
This is what it actually says, “ … what constitutes public service 
broadcasting.  Those purposes are sustaining citizenship and civil society, 
promoting education …”.  There’s a whole long list of stuff.  Embedded in 
there, no question, is something about local community, contact, whatever.  
Good, I'm glad you're optimistic about it. 
That's up to now.  As you say, though, things are up for discussion, but just 
looking at the areas that I have been asked to provide information on for the work 
that’s going on, it’s empowering local people.  The one I've sent back is Laurence 
Reid’s programme, its mission is to give ordinary people a powerful voice in the 
public sphere.  When I've been asked to provide information that’s the sort of thing 
I've been asked to submit - what we do now and what we’ll continue doing.  I've 
also been asked about local music and partnerships with local musicians which we 
do, as you'll be aware, as part of BBC introducing and David White does a lot of 
that.  And also the arts locally and how to make the most of the artistic energy, I 
don't know the word for it, artistic activity, outside the big cities. 
The artistic potential. 
Yes, just to represent more because of this awareness - and it happens every 
Charter renewal - where people suddenly wonder whether the BBC is perceived as 
being elitist and a bit of a closed shop so it looks for evidence of what it could do to 
demonstrate that it’s …  That's the information I've been asked to provide as part of 
this purpose and that’s what I can really use for you as the evidence of where the 
BBC sees we might be. 
It’s interesting, because for me there’s something like a glass wall between 
the purposes of the BBC as a national institution and the purposes of the BBC 
as a “local or regional institution”.  Now, I know they're all part of the same 
thing, big umbrella, but when you start delving into it you realise there are 
different purposes embedded in there as well and they work slightly 
differently.  I’ll come to that in a minute. 
What did you make of the John Myers’ report? 
I stood up in front of John Myers at an editors’ meeting and told him he was wrong.  
He got some things right …  My question, and this was a meeting of editors which 
is why I asked the question so be aware of the context, was taking more editorial 
control out of the local areas and having a senior figure across both stations.  At 
the time I stood up and said editorial mistakes have just cost News International 
£200m and you are trying to save what was it, £1m, £2m, by removing a layer.  His 
perspective was very much commercial radio so that was the …  He said, you're 
wrong, so we had a tilt … 
John Myers loves local radio, his heart is in local radio.  I started off my question 
by saying, thank you, because you could have killed us.  With that report he was 
commissioned at director general level to look at radio, how the money was spent, 
how we operate, and it was at the time when there was a suggestion that local radio 
should be cut by anything up to 40 per cent.  There was a massive kickback 
against that from politicians and from the audience and John Myers was appointed 
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by the board level.  It is my belief that he was appointed almost as a so there, okay, 
this has come back and we’re going to appoint this outsider from commercial radio 
and we’re expecting him to turn round and say, you were right after all.  And he 
didn’t. 
I'm not a fan of Myers, by the way, at all.  For reasons which I won’t go into I 
just think he’s an arrogant sod. 
Well, many people in radio are, are they not? 
You're being very kind about everybody, including me.  It was a perspective 
from commercial radio’s point of view.  I could have suggested several people 
to do that review other than John Myers, but having said that, I totally agree 
with you to the extent that it matters, about let’s have one editor for the 
entire South West, or whatever he was talking about - completely wrong.  I 
think that’s been rejected, hasn’t it? 
It has, yes.  I travelled to Salford for a meeting I wasn’t going to go to just because I 
saw he was there and my hand was up first.  He really could have written a report 
that said local radio is over-stretched, the quality has gone down because it’s not 
financed properly, it will be too expensive to finance it properly, get rid, the job’s 
done with commercial radio.  I do find him difficult to talk to and to challenge 
because he is very sure of himself which is maybe what you're saying to me.  But 
he could have done a lot of damage to local radio with the report.  He didn’t.  And 
some of the things he said - when he talked about the cross charges being like 
knitting fog or something, he was so onto something with that.  I agree with him, 
the way the BBC publishes what it says it spends on local radio unfairly makes us 
look far more expensive than we actually are. 
That actually comes out quite clearly in the report.  One of the big problems, 
and this is me making an opinion when I'm supposed to be asking questions, 
so please forgive me, but when you get big organisations and they start 
talking about inter-departmental accounting, you’re doing this and that’s 
going to cost us this, well, somebody ought to step back and say, just a 
minute.  This is one organisation, one set of accounts, what are we talking 
about with all this internal accounting and the cross - what did you call it? 
I can’t remember what I said to you!  But it’s the allocation of internal resources, 
how the BBC doles out what it says we cost. 
Yes, they charge that out as if it was real money.  It's absolute nonsense.  I've 
had this argument for years and years both in TV and radio.  I remember 
years ago when I worked in TV in Canada for a while, huge television station, 
massive props department.  I was the unit manger in charge of making 
commercials at the time and I used to get these bills from the props 
department.  They would come out of the real money budget. What are you 
doing, what is this all about?  Oh, it’s to make sure that we amortise …  
Forget it.  It wasn’t the real world at all.  Anyway, that’s Myers. 
Given that there’s also a consultation on local radio going on at the moment, 
maybe you've answered this already, but is there anything specifically that 
you would want to say on the consultation on local radio specifically which 
you'd want David Holdsworth to know about, or the Trust to know about? 
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I think David Holdsworth is quite aware of my views on a number of things!  We, 
the managing editors, will be consulted by the Trust.  I am expecting a link to a 
questionnaire to appear in my inbox at some point.  I don't know what they will 
ask. The Trust did that last time.  When the Trust consulted on the DQF proposals 
- it will all be online - they published a review of local radio at the same time as 
they consulted on the proposals for local radio.  And as part of that they again sent 
round stuff for editors - what would I say to the Trust, what did I do last time.  Last 
time one of the questions was, do you have any evidence of audience feedback, and 
we do.  I sent them the emails and the letters as much as I was able to that we had 
from the audience, a great body of work.  That would always be my key point, my 
elevator point, for local radio just listen to what the audience says.  In general our 
audience is more likely to be the people in society with less education, less 
mobility, just people who are slightly less powerful than the Radio 4 listeners.  So, 
just stop with your sweeping generalisations and listen to what these people have 
to say, and I think the Trust did that last time round. 
I'm coming to that as well because there's something I want to ask you very 
specifically about that.  I was going to say, what kind of outcome are you 
expecting, but I think that’s probably a bit of an unfair question.  I guess what 
you would like is leave us alone? 
I don't know what kind of outcome I'm expecting.  I have been doing the job long 
enough to know that whatever outcome we get we'll just live with it, deal with it 
and do it.  We are the equivalent of civil servants in a massive organisation and it is 
my job to implement whatever it is I'm told to implement.  If we’d ended up with the 
40 per cent cuts I'd have implemented the 40 per cent cuts to the best of my ability.  
There’s another swerve, I suppose, at the moment which is looking at the balance 
between local radio as a whole, the balance between its news and information role 
and its personality and engagement role.  To be honest, I listened to that hook up 
and I wrote to the strategy guy who delivered that and just said, it was very nice 
hearing you describe Radio Cornwall to 40 other editors.  It’s the sort of thing that 
we do, I think, very well already.  What do I expect to come out of it?  Who knows.  
I'm expecting us to feature because every 10 years local radio becomes very 
fashionable. 
It’s an unfair question and I'm asking you to look into the future.  But given 
that BBC local radio has been around long enough now to have pretty damn 
deep roots, people who are running it like you, have many years’ experience, 
it’s not quite as unfair a question as perhaps it seems.  Because you ought by 
now to know where you think you're going to be going, and you clearly do. 
Yes, I think so.  But also don’t forget, the radio situation in Cornwall is, I think, 
very different from elsewhere.  You get somewhere like Three Counties Radio, 
Hertfordshire, Bedfordshire, Buckinghamshire, a really difficult listening 
environment.  Cambridgeshire again very difficult audience environment, 
completely different population.  Stations that are less successful than we are I 
think are a worry for the BBC - we’ve only got half a million people. 
Only.  That's a question I will come to as well, if I may.  Do you get a good 
chance to talk to David Holdsworth?  I'm asking a question here which is 
again bordering on the unfair because I'm talking about someone you report 
to, but another example is Helen Boaden, do you talk to her at all? 
300 
 
I don’t talk to Helen Boaden.  She’s not actually our director because we’re not in 
Radio, we’re in News.  Had you go that far?  We may end up in Radio after. 
That's something I didn’t know. 
Have a look at the … 
Organogram or whatever it’s called. 
Yes, we’re not in Radio.  Bear in mind I've lived through all these winds of change 
that have swept through and I think we were put in News at a time when people far 
above my level felt it was almost safer to have us as part of News because the 
BBC’s core journalism purpose was felt to be slightly less under threat than other 
things.  I think that’s why we ended up in News.  Helen Boaden, as you know, until 
she was moved as Director, News, was in charge of local radio and she is a great 
supporter of local radio.  After the Jimmy Saville thing she was moved to head of 
Radio where she remains and I understand the discussions at the moment involve 
local radio having - she wants it in her bit but we’re in News at the moment.  In 
answer to your earlier question, we could end up in Radio instead of in News after 
this process. 
That's really fascinating.  It says to me I haven’t done my homework 
sufficiently well if I didn’t know that but I didn’t. 
You asked me how much contact I have.  I can email David Holdsworth whenever I 
like and he will reply.  I'm very careful, clearly, about what I send over.  We’ve just 
had an annual performance review where I write a report on what local radio has 
done and then Daphne and I go and do a presentation to the entire sixth floor of 
the mailbox in Birmingham which took place in Plymouth.  His first thing is, what 
have your successes been, he’s got the report, and then what are your concerns.  I 
get face-to-face specifically focused on Radio Cornwall once a year.  There are two 
editors’ conferences a year, he is there so I can talk to him in between sessions the 
whole time and he’s there to talk to local radio editors.  He has a head of local radio 
development, editor level, who is really his bag man for editor thoughts and 
enquiries.  Most of the time I’ll send my stuff over to that person.  I feel that if I've 
got an important point to make I can make it to David Holdsworth.  After all these 
years I would say my views are noted.  I think it’s taken quite a long time for him to 
get around to doing local radio exactly the way we do it but that seems to be what 
this new swerve is. 
That's good.  Is your service licence a public document? 
Yes, it’s online.  Just type in BBC local radio service licence agreement and it will 
come up.  But that’s under review at the moment, that’s what the Trust is 
consulting on. 
How much autonomy do you have here in terms of budget, programming and 
hiring and firing of staff? 
In terms of budget we have to spend what we’re given and lots of the budget is the 
sum cost of the building. There are the building costs, the power costs, and there 
are things I can’t change about that. 
Those are fixed overheads you can’t do anything about. 
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Staffing costs I've got complete autonomy over.  We’ve got national pay scales so 
everybody is appointed according to national pay scales and there are now actually 
quite strict sign-offs on salary levels and salary increases.  Which is a bit daft down 
here at this level at our salary scales but it’s since the Jonathan Ross stuff.  All the 
talent structures and process they brought in after that affect us.  I can’t pluck a 
figure out of the sky and appoint somebody on it.  Hiring and firing, I write ads, 
they have to be signed off by HR.  The decision to appoint has to be signed off now 
but we need the people to run the station and at the moment if somebody leaves we 
can replace. There are recruitment freezes from time to time. 
But you're free to recruit locally if you want to, are you? 
I have to phrase something like a good knowledge of Cornwall and its politics, 
culture, blah, blah, blah, will be an advantage, I can’t say we’re looking for local 
applicants.  I agree with that, it’s a diversity thing, and it’s felt that that will deter 
people from up country from applying and therefore …  If you think about our 
black and minority ethnic population down here the BBC is always keen on 
increasing those numbers and we’re under intense scrutiny, and it’s felt that that 
would not be conducive. 
From a local radio point of view my take on it always has been you need 
someone who understands the local area just for a starting point.  If you bring 
somebody in from completely somewhere else they’ve got a long and steep 
learning curve before they even get embedded in the community. 
I agree, yes. 
But you've got a fair amount of autonomy there, up to a point. 
We tend to have people who have worked around Cornwall because when it comes 
down to the selection process, interview questions, those people are at an 
advantage if you’re able to talk fluently about the five organisations who are 
involved in healthcare in Cornwall, and if you've worked with those.  One thing 
about recruiting that maybe has changed over the last five to 10 years is the level of 
experience of the people who apply is now much, much higher.  You are competing 
against people who worked maybe at West Country who are interested in posts, 
people who have worked elsewhere who have roots here who have moved away to 
get experience and come back.  I agree with you that yes, we need that kind of 
level, but as a manager you need a mix because otherwise we get what I call 
peninsular brain where you haven’t got enough experiences to be authoritative. 
How much autonomy do you have on programming? 
My boss is head of BBC South West, Leo Devine, so I wouldn’t make any 
programming changes without talking to him about it.  But his view is that I am 
the person with the knowledge and the experience.  And in my view, radio 
audiences hate change and radio audiences in Cornwall hate change more than the 
average radio audience.  So, we do have a very settled line-up and I think that 
contributes to our success - we've got continuity.  Someone who started listening to 
Laurence when they were 18 is 36 now.  The presenters become part of the fabric of 
people’s lives.  As an editor the one thing I do differently is I don’t change the line-
up unless I have to, unless somebody is going or somebody is on maternity leave.  I 
don’t do it unless there is an external force makes me but that’s because of my 
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knowledge of the audience.  I think that’s possibly where some listening has been 
lost of local radio, just too much change too often.  Leave it alone. 
I absolutely agree, that’s the kind of philosophy that makes an enormous 
amount of sense, unless.  And I'm trying to think of an appropriate situation 
where the unless would come in.  If the station is absolutely failing, it’s just 
not happening, your audience and RAJAR says you’re dying on your feet, then 
you've got to make some changes.  But you've got to be a bit careful because 
the changes you make can go in the opposite direction as well. 
The place to contrast it with is Devon where Matt Woodley did a popular show that 
was valued by the audience, but if you look at the population of Devon and its 
figures there was clearly more that could be done in audience terms.  That was a 
big niggle for the powers that be, for Birmingham, in looking at where growth in 
local radio could come from.  The potential to have more people listening to Radio 
Devon was there, just evident on the spreadsheets, you could get more people 
listening to it.  People used to ask me, what would you do with it, what would you 
do with it?  I would have done with it what I do here which is identify local ability, 
somebody who has a profile, somebody who is sympathetic with the audience, 
someone who is like the audience, doesn’t preach to them and talk down. That 
would be my solution for their problem.  Their solution was Simon Bates. 
Maybe what I ought to do here is send you an email with this question to say, 
is there any fundamental public documentation that I ought to know about?  
I've looked at pretty much everything I can find, am I likely to miss anything 
that’s obvious to you?  
Go on the Trust site and when you read the Trust reports often at the bottom they 
have links to other research.  On the Trust site you can get the consultation 
responses, not piece by piece, person by person, but there’s a pretty good …  I can’t 
remember where I found it but it was stuff I was mining myself to look for internal 
arguments for presentations I was doing.  If you go to the public Trust documents, 
again, just BBC local radio, you'll get a scree of stuff.  Just go through them and 
check out what links you can get to in the footnotes because that might be 
something that you won’t have thought of doing yourself.  I found some stuff in 
there which was quite interesting and that I challenged the powers that be here on.  
For example, one of the things that the board used five years ago as part of their 
DQF, and that is on there …  This stuff is five years old so I don't know how 
relevant it is for you but if you're doing a literature review it might be worth having 
a look at.  Their proposals came from a consultation and when I looked at footnotes 
I think they had done 12 focus groups and I really can’t remember the breakdown 
now, for the UK and something like two were in Northern Ireland and three in 
Scotland, two in Wales, and that left five focus groups that they looked at for the 
whole of England.  So, 40m people had five focus groups whereas 2m people in 
Northern Ireland had two.  It enabled me forensically to go back and find what it 
was that made these people miss the value that listeners placed on local radio.  I 
talked to Sara Newton about that and she did raise it with the BBC.  I'd rather you 
did it because it would take me too long to trawl through. 
I must do it as part of my remit. 
Also, have you read the public accounts committee, the culture committee? 
Yes. 
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All that verbatim stuff when they were talking about local radio.  It’s always worth 
following the other links for the supporting documents there.  What have we got out 
and about at the moment?  I was going to say, check James Hardy’s speeches but 
James Hardy doesn’t really know a lot about local radio and he’s keen on …  The 
local news stuff, that might be something useful, David Holdsworth and local news. 
The BBC itself is doing a lot of thinking about partnership work, they call it hyper 
local.  It’s bloggers and Twitter feeds.  I think it’s more urban at the moment but it 
will come here. 
That is a question I want to talk about in a moment or two, just about the 
whole question of social media, blah, blah.  Given that you do cover the whole 
of Cornwall, and you're not the biggest but it’s a pretty big station, 500k 
people, 100 miles one way, 30 miles the other, the BBC has always had a 
problem, I think, which is then passed on to commercial radio, by describing 
itself as local.  How local is local in your view when it comes to trying to 
cover people who are as diverse as those who live in Bude and Penzance, for 
example?  Do you still feel that there is a local community involved in this? 
We take Cornwall as the community, it’s the people who would identify as loving 
Cornwall, being interested in Cornwall, Cornwall does something to them 
emotionally.  As part of the wider organisation it really is Cornwall as the area west 
of the Tamar.  In terms of the Bude vs Penzance I would always argue that 
something relevant in Bude can be made interesting and relevant for people in 
Penzance.  And it’s easier here.  If we go back to Devon, and I ran Devon for 
probably about 18 months, you've got that very working class Plymouth, defence-
based community in the south.  You've got the university town of Exeter, you've got 
the tourism section of Torbay, then you've got the wilds of Exmoor.  Devon is 
harder and if I did Devon I would still do the same thing, big Devon. That would be 
the level I would try to programme at but making sure we had lots of place name 
mentions.  And also the place where you can really sound local is if you just let the 
listeners on because they live everywhere. 
Part of the literature review that I have carried out and am doing is to look 
into the question of what community means and what locality means.  
Because an awful lot of stuff has been written about that and when you try to 
apply that to what it means in terms of that awful word mediatisation - I hate 
the word but everybody uses it - there’s an interesting by-play there.  In some 
cases some people would say how can you describe something covering that 
many people and that big an area as local.  Surely at best it’s regional or some 
other word.  We needn’t go any further into this because I get your point 
completely.  It’s what you do with it, not how you describe it. 
Also for the BBC that localisation thing, there’s Radio York, Radio Leeds and Radio 
Manchester, but Manchester has got Salford and Rochdale.  At that level we’re 
Cornwall, it’s an area that the government has been able to nominally devolve.  
There’s an area valued by the majority of people who live here.  It’s quite difficult to 
find someone who lives here who will say they hate Cornwall. 
Broadly speaking I think the difference comes down to there is, however so 
described and people have tried, a cultural ‘thing’ going on in Cornwall that is 
not necessarily replicated elsewhere.  The nearest I've ever got to it in terms 
of looking at it carefully is Yorkshire, funnily enough.  If there was a 
Yorkshire language I think Yorkshire culture would be more easily describable 
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as it is down here.  But that’s another matter for another time.  But I take 
your point. 
According to some of the stuff I read BBC local radio is supposed to target the 
over 50s, is that how you see it? 
At the moment that’s where we’re targeted.  We have always had a breakdown 
where about three-quarters of our audience is over the age of 45 and about one-
quarter of our audience is under the age of 45, and that’s BBC Radio Cornwall.  If 
you look back through the figures it will vary and sometimes it’s 21 per cent, 
sometimes it’s up to 26 per cent.  Between a fifth and a quarter are under the age 
of 45.  We’ve never particularly targeted older people but you can pretty much, 
census-wise, match 65 per cent of the population are over the age of 50.  You 
would be daft in Cornwall, forget BBC targeting, if as a BBC service you targeted 
under 25s.  We go for our community and our community here is, on average, 
older.  It does change.  It went through a phase where it was age 45 to 55, we've got 
to replenish those.  Again, I stood up at another editors’ meeting and said, the 
problem that I have with it is that a 70 year old matters as much on RAJAR as a 45 
year old and I know it’s easier to get a 70 year old to listen to Radio Cornwall!  The 
target that we are given has been a bit of a variable feast.  But the work we do is to 
try to represent the people we have listening to us.  It's quite interesting, now there 
is this over-50s but also they’ve identified a 70-plus who are important to local 
radio because they have the hours available to listen. 
And money to spend. 
I've said for years you've got to bear in mind …  You know, Pete Townsend is 70. 
The mindset of some of the people who make decisions is just … 
Where are they coming from. 
And The Beatles are all in their 70’s, aren’t they?  The picture of a 70 year old is 
very different from the reality that we have here. 
Absolutely, and the other complication is 70 is the new 50 and all that kind of 
stuff.  It’s complicated but it’s interesting to hear you say it’s not as rigid as 
it appears in the descriptions I've found. 
There’s a problem with local radio listenership as a whole going down so they’re 
saying things like that to try to focus on …  They’ve basically sent us fishing in a 
very, very well-trawled sea, 45 to 55.  Radio 2 were in there, the commercial sector 
were in there and then it was, oh, why have we got problems with our overall 
listening, why is it going down?  Just get up the other end because it’s less 
competitive.  I think also, because the BBC is always justifying and trying to be 
clear about its purpose is the 50+ local-focused is also to balance us in the radio 
stable.  You have Radio 1 which is up to 25 and as you know, that’s had questions 
about is it too old.  Radio 2, 15 to 55, and that’s had questions about you are 
poaching Radio 1’s audience, you guys need to separate.  Radio 2 was told to move 
older.  Some of the things they target us to is never isolating, it’s never just on a 
community focus, it’s part of the whole listening stable. 
Indeed, and that’s a very important point.  Is your programme schedule 
available online, is there somewhere I can look at a typical daily schedule and 
see how you structure a day or a week? 
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The best place at the moment is on the iPlayer where you'll be able to call up the 
list of programmes for that day.  I don’t think we’ve got the weekly schedule up any 
more because of the iPlayer.  The most up-to-date place is on there.  I could talk 
you through it.  Breakfast is speech-based information. David White is local music 
… 
I listen so I know the score. The question really was intended to say I'm going 
to be doing a full-scale one day monitoring of the station from 6 in the 
morning to 10 at night.  I've got a couple of students and a couple of sixth-
formers who are going to do it for me. 
That will be fab - give me their thoughts! 
I will, absolutely.  But they won’t be doing much thinking, Pauline, to be 
honest with you because I will be saying to them, here’s the form, tell me 
what’s going on minute by minute.  I'm going to abstract from that what I can 
because I need to do that for my studies.  But at the same time, when I get it 
I will certainly share it with you with the greatest of pleasure.  I'm doing a 
weekday because my experience of radio tells me you could take any weekday 
you like, really, but I happened to alight on a Wednesday.  If Wednesday 
doesn't look like Monday, Friday and Thursday then there's something 
fundamentally wrong with what’s going on.  And then the question of the 
weekend arises, but then I tend to ignore the weekend because these days so 
much of it is across the board anyway.  There are changes to the way the 
thing looks but overall it doesn’t change the way it sounds so I don’t do 
monitoring on a weekend. 
Also, if you look at the figures all radio listening drops at the weekend.  People are 
still doing stuff at the weekend, even in our 24/7 society. 
I'd be very happy to share it with you when the time comes.  What is your 
speech to music ratio these days? 
About 60-40.  I did do it quite recently. 
And how do you measure it? 
How I would measure it is I would do core hours, so 6 a.m. to 6 p.m. and Monday 
to Friday, it will be different at the weekend.  And I would do it absolutely clinically.  
We’re all speech between 7 and 9, we’re all speech between 12 and 3, we’re all 
speech between 5 and 6, so that’s six hours.  Then I count up the times I haven’t 
already counted and that will probably give me an extra half an hour.  Then I would 
take out how many discs we’ve played.  By all means replicate that and see if you 
come up with the same as me. 
That's fine, I just wanted to see.  You're expected to do about 60-40, aren’t 
you? 
To be honest we’re far more over 70-30 but last time I counted that’s what we were 
on. And we find it much easier because we have that three hour all speech slab in 
the middle of the day.  I think we’re the only local radio station that still does that 
because we’re the only one that ever made it work. 
Interesting.  I wonder why that is? 
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Even Devon plays music. 
Why do you think it is.  Partly it’s got to do with Laurence because he’s a 
national treasure, absolutely, and he’s been embedded so long in the Cornish 
consciousness you can’t replicate that overnight anyway. 
I do think it’s continuity. And I can’t take credit for putting Laurence on, he’s 
certainly been on for as long as I've been doing this job, but we’ve almost changed 
life in Cornwall with that programme.  People expect that if they’ve got a grouch, a 
point to make, it’s Cornwall, that’s where you do it, you ring Laurence.  That's gold.  
When I'm sitting there thinking, of course I could help you with your station, you 
can’t because I would argue that a great deal of our success comes from the 
continuity. 
Of course it does. 
And he’s like the Queen.  He can sit there with the new chief executive and say, 
you're my seventh.  I listen to the people, I know what I'm talking about, and he 
does. 
I'm about to call Laurence to have a gripe about something myself.  I am so 
fed up with people who drive in terribly bad circumstances, rain, fog, etc., 
with parking lights on their cars.  Why do they do this?  I'm passionate about 
this because I've so often nearly rear-ended people or not seen a car coming 
towards me because they've have no lights on at all.  We do gloom and doom 
on the roads in this country better than anywhere than perhaps Finland and 
people still insist on driving on sub-lights so I'm going to talk to Laurence 
about that. 
You sort of answered this before, qualitative research.  You have done some, 
I'm sure.  How do you do it, how often do you do it and what form does it 
take? 
We don’t specifically here.  We have RAJAR and from time to time we will be 
included in focus group activity - the research that’s being done at the moment will 
have a Cornwall side to it.  There are music research groups that happen.  I think 
the last one was done in Plymouth that I went along to there where they tested our 
music.  But the audience research tends to be done on a national basis and it 
sometimes includes us and sometimes doesn’t include us.  And it can be done by 
either the Trust or the English regions’ management or the BBC. 
It’s a question I want to ask and look at quite closely because when I first 
started my PhD my intention was to bring focus groups together specifically 
to find out what people thought about programming from a purely qualitative 
point of view because the quantitative is all there through RAJAR, etc.  I 
couldn’t do it.  I could not get people, particularly of the community radio 
stations, to respond to an invitation to take part in focus groups. There was 
absolutely no response, so I had to change my focus but it’s still there waiting 
to happen, specifically for the stations that are here. 
That would be great.  When we had the station away day in September we went back 
through emails and correspondence from the people who had complained about us 
and we found some people who would come and do a panel.  We had four people who 
were all up for it because it’s very easy in local radio, especially in Radio Cornwall, to 
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put four listeners together who tell you everything you do is wonderful.  You will 
know that by their very nature the sort of person who has complained is already 
quite up for it anyway.  We did that and I think it was quite enlightening for the staff 
and for the listeners themselves. The other thing we do which we have done for years 
is Daphne and I get out there.  We stand on stalls and we listen to people.  I will talk 
to anybody and it’s really interesting.  That's my biggest radar screen because you 
can just have normal conversations.  If over a day at the Newlyn fish festival three 
people mention something you think, actually, I've got to take away that and have a 
look at it. Or you'll just get the random stuff, someone will say, why don’t you do 
this, and you think, why don’t we do that?  I will do at least six of those a year and in 
terms of that kind of feedback I suppose you will get people who are listeners who 
will come up to the stall anyway so there’s an interest so you're not talking to 
everybody. But if you really speak to people you will find that even listeners have 
stuff that they don’t like or annoys them, or good ideas, or news.  That really is 
where our kind of radar is, just going out there and talking to people. 
One of the guys who I am in touch with a lot is a bloke called Simon Order 
who is an Englishman but he’s now the senior lecturer in radio at the 
Murdoch University in Perth.   Murdoch has no connection, by the way, a 
different family altogether.  He’s been enormously helpful because community 
radio, particularly in Australia, has been around much longer than it has here.  
He talks about this very thing, that they do focus groups, they do all kinds of 
stuff, but they’re beginning to realise that if you fish carefully you can get a 
really good feel for what’s going on in the river.  It doesn’t mean you fish 
deliberately to catch a particular kind of fish, but you don’t have to catch the 
whole damn river in order to get a very good feel for what’s going on.  He’s 
doing a lot of this in Australia now. 
You just listen to what people say.  And another thing and I don't know if you 
heard it, it will still be on iPlayer I think, it was 3rd July.  I do ask the manager with 
Laurence, just go on air, ring up, and the team are briefed.  Have a listen to that.  I 
won’t say I'm spot on with everything but it will show you the things that the 
audience were ringing up about. 
The question I was going to ask you which I've actually had answered, really, I 
will pass over the public service obligations, it’s all there, I don’t need to ask 
you to say anything about that.  Two last questions.  What impact has the 
internet had on your local radio station? 
Enormous, absolutely enormous.  In the information available to us, in people’s 
ability to contact us, in the ability to make our stories important I suppose.  Online 
is run separately from us but if a story that we do is used on the online pages 
suddenly a story that goes to 500k people can go to the entire people in the world, 
in principle.  It’s also allowed the Cornish Diaspora to be part of us.  You can now 
listen to Radio Cornwall anywhere in the world.  One of the calls I had on that 
phone-in was a young woman who was in Holland with her husband and she said, 
Laurence, I listen to you wherever I am in the world, sometimes you're my 
breakfast programme, sometimes you're my lunchtime programme, it just depends 
on the time zone I'm in.  So, absolutely huge, total game-changer. 
The time shifting thing is very interesting.  I'm looking at that very carefully.  
It’s happening all over the world.  So, there’s a big impact, we won’t go into 
detail what that is because it’s not quite within my remit but I just wanted to 
get a general feeling. 
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It enables the people who are interested in Cornwall and have a connection to 
access information about Cornwall so it makes the localness of Cornwall available 
to the people who aren’t here any more. And it also enables them to feed back into 
the service we provide for people here.  For example, it is always the case that every 
news story has got someone from Cornwall in it and also there’s an expert on 
something we’re working on somewhere not in Cornwall.  Maybe that touches on 
what you're doing peripherally. 
It does but it’s also quite important because in terms of what I was saying 
earlier about locality and community and so on it begins to have an impact on 
that, too.  We’ve talked about that. 
What impact, if any, has the arrival of community radio stations had on your 
job here? 
It’s another change.  Daphne who is the assistant editor is outward-focused. She’s 
very focused on the community, she is our person who deals with enquiries from 
the community, with events, with our outside broadcast.  She is involved I think 
with all the community stations, we’re in contact with them.  They’re somebody to 
support, we’ve had them do a community radio day as part of a BBC initiative.  
We’ve had them in anyway before that day for breakfast.  So, in terms of training, 
in terms of dialogue, we’ve certainly tried to be as supportive as possible. 
You don’t see them as a threat then in terms of audience? 
I don’t think I do.  It’s a bit like the Pirate scenario where if I was doing a project I 
would argue that interest in local radio in Cornwall is vastly higher than anywhere 
else and if they're listening to local radio …  The people who are interested in radio 
are there doing programmes. The boy who did the classical radio programme on 
source, I just think it’s a platform.  I suppose it’s a bit like our role in the BBC, it 
brings more people from a grass roots level into radio.  I know the hub has done 
events in St. Austell, you can just see benefits in community activity and that is our 
business.  And we’re publicly-funded so we don’t need to see them as rivals at all. 
Quite.  Let’s not get into publicly-funded, therefore we must have the 
maximum number of people listening. 
I don’t think we do. 
As we both know, it will come up in the whole discussion about the Charter 
yet again.  You know, the relationship between public numbers and money 
and the race to the bottom, all these things will come up again.  Thank you, 
Pauline.  It’s been fabulous and you've been so helpful and articulate and clear 
and if anybody else does the same as you I shall be absolutely knocked out. 
You are talking about, as you can tell, local radio and I think the BBC completely 
under-estimates local radio.  Every 10 years it gets us and we’re in fashion at the 
moment.  But as you saw from DQF, when the BBC decides which part to cut they 
tend to go there.  You're a local radio lover, I'm a local radio lover, so we’ve had a 
good hour. 
Thank and close. 
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APPENDIX 5 (b) 
 
JOHN GRIERSON RESEARCH QUESTIONS 
WRITTEN ANSWERS FROM NEIL CADDY, 
PROGRAMME CONTROLLER 
PIRATE FM 
 
 14th September 2015 
  
 
  
LEGISLATION AND REGULATION  
 
Most of what I need is available via Ofcom or Government websites, but is 
there anything that I am likely to miss in putting together as complete a 
picture of the licensing regime, as it applies to Pirate FM, as possible?  
 
Pirate FM consults with Ofcom through any changes to the business so we remain 
compliant in all that we do – one area that has been worked on in recent times is 
the introduction of three new radio services:   
 
Specifically, what if any are the public service obligations imposed on Pirate 
FM by or through Ofcom now? How does Pirate FM fulfil these and is there a 
mechanism for reporting to Ofcom on this subject?  
 
The format granted to Pirate FM was always fairly simple and 
straightforward…other than referring to levels of speech, music and locally-
produced output, etc it doesn’t specify anything in great detail but Pirate FM 
delivers over-and-above what is expected and we do that because we believe it’s the 
right thing to do. There is no expectation from Ofcom for ongoing reporting of 
localness/speech/music but we know we operate well within what is expected. We, 
like any station, can be subject to monitoring at any time. 
 
Is Pirate FM’s broadcast licence publicly available?  
 
The Pirate FM Format is accessible from a link on our website: 
http://www.ofcom.org.uk/static/radiolicensing/amfm/al136-2.htm This link sits 
within the Public File at www.piratefm.co.uk which, itself, is a document that gives 
a snapshot of localness and characteristics of the station. 
 
Is it true that all commercial stations have to broadcast on DAB on pain of 
losing their licence if they don’t? Is this true for Pirate FM?  
 
When the Cornwall DAB Multiplex was founded Pirate FM proactively joined and 
subsequently broadcast on the platform. So far though, the point at which a 
decision will be made on a full DAB switchover (from FM) has not been reached. 
Whilst all decisions are made locally for Pirate FM, we are part of UKRD which has 
a number of locally-focussed stations around the UK and UKRD has made it clear 
that the digital uptake has not evolved enough to justify a switchover. Re DAB 
Multiplexes – if things had moved forward there was a real possibility that in one 
region there wouldn’t have been enough space for all of our stations to appear on it 
and how fair is it for a business to have to decide which of its stations grows with 
the technology and which one doesn’t? Government talks about DAB Digital Radio 
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continue, but in the meantime UKRD continues to work with DAB and a number of 
our stations now feature on their respective local multiplexes. 
 
 
COMMUNITY AND LOCALITY  
 
Give that Pirate FM covers the whole of Cornwall with a population of over 
500,000 and a county which is +- 80 miles by 20, does the station describe 
itself as being local?  
 
The Pirate FM TSA is currently 487,000 of 15+ (it fluctuates from time to time). 
Geographically Cornwall is very big and we are proud that we are a local station 
that provides a very local service, broadcasting in Cornwall for Cornwall – that is 
hugely important. Our transmission requires two transmitters – Redruth and 
Caradon Hill – and we use that to our advantage by splitting-out key on-air 
components. Peak time news bulletins, headlines and travel bulletins are split to 
ensure they are uber-local meaning that someone in Penzance in the West is 
hearing the most relevant news and information which is different to someone 
listening in the East in, say, Bodmin. 
 
In that context, how does Pirate FM go about reflecting Cornwall and/or 
Cornishness?  
 
The comments in the previous point go some way to answering this, but being able 
to be as local as possible is a key factor in the daily business of Pirate FM. Again, 
being geographically spread being ‘everywhere all the time’ is a challenge but there 
are various ways in which we cover a lot of ground - we have a campaign of visiting 
businesses across the area (at their request) with cakes to thank them for listening, 
we visit schools across Cornwall, every Christmas we attend as many Lights 
switch-ons as we can, we take the station ‘on the road’ and hold events and listener 
party’s in different places and we even dedicate two weeks each year to 
broadcasting from a different town each day on our Love Tour. We say we love 
Cornwall and we prove that. 
 
How would Pirate FM management describe a “community”? And how would 
it define localness?  
 
The definition of ‘community’ is “A group of people living in the same place or 
having a particular characteristic in common” and we couldn’t agree more! But 
added to that there are many smaller communities within Cornwall and we can 
proudly say that we experience it by being local.  
  
 
COMPETITION 
 
Given that Pirate FM claims to target a given demographic (15-34) and BBC 
Radio Cornwall claims to target a different one (50-plus) but that the music 
content is often very similar, does Pirate FM actively seek to distinguish 
itself from BBC Radio Cornwall?  
 
Pirate FM targets a very broad age range – and whilst we have an internal target to 
give us a focus for music and content, we aim to satisfy all adults 15+. There is a 
clear difference between the output of Pirate to BBC Radio Cornwall, namely the 
speech content, but I think both stations champion local credentials to the best of 
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our abilities rather than spend time on trying to highlight any difference(s). That 
said, Pirate always aims to be the best that we can be and that defines what we are 
ie. we test our music with our listeners on the Soundcheck to discover people’s 
tastes and wants. Soundcheck surveys run every 2/3 weeks and from this we add 
or remove songs based on the results, we increase or decrease the rotation of 
specific songs/artists, etc. We believe Pirate FM belongs to the audience and so the 
fairest thing to do is to play the music that our listeners want. 
 
What is Pirate FM’s attitude to the arrival of Community Radio in Cornwall? 
  
Community radio is a good and fun opportunity for some of the smaller 
communities across Cornwall to have a dedicated focus on their immediate 
location. We have had a number of volunteers who have worked with us to gain 
more radio experience, grow their skillset, etc and indeed some of our presenters 
have been interviewed on community stations. 
  
Are these genuinely geographically local stations considered to be 
competitive in any way?  
We do not look at community stations as being directly competitive as the output is 
usually quite different so there is not a huge amount of crossover in ‘station 
sound’. Community radio is great at serving audience on a ‘very’ local level.  
 
What does Pirate FM expect to see when the BBC charter is renewed in 2016, 
with particular reference to the impact it might have on BBC Radio Cornwall 
and the (however remote) possibility that all BBC “local” radio might be 
“privatised”?  
 
In more recent times we have seen elements of localness removed from BBC Local 
Radio due to the DQF plan with the networking of the evening show being just one 
example. There is currently a consultation out that is reviewing local news 
programming which will shape what happens moving forward. Local radio is 
important and something we at Pirate FM believe best-serves our local communities 
and it would be a great shame for radio listeners in Cornwall if the BBC were to 
lose that. 
 
 
GENERAL POLICY  
 
What is the reporting structure within Pirate FM, then within UKRD?  
 
All decisions are made at station level and are led by a Managing Director who 
appoints a HOD’s (Head of Department) team. The Senior Exec Team within UKRD 
allow each station total control but are there to help and support each station. 
 
What advantages does being a member of a group bring to Pirate FM?  
 
There is an element of sharing resources – our Group Commercial Production hub 
is based in Bristol…client briefs are taken by media executives, commercials are 
written by local creative writers who are based in each station and once approved 
they are produced by the Commercial Production team. Ideas-sharing is a huge 
benefit to being part of a group. A station may experience success in terms of 
audience &/or revenue and these ideas will be shared. 
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What was the thinking behind launching Pirate 2? Why was it considered the 
right thing to be doing?  
 
There was a realisation that there was more that Pirate FM could do for clients that 
just spot advertising or sponsorship & promotions. Experts in various trades and 
disciplines have the opportunity to go into greater detail about their profession on 
the Pirate 2 platform and this has been successful for both Pirate and the 
businesses who continue to advertise or get involved with Pirate 2 breakout shows. 
 
How does Pirate 2 differ in terms of programming content, from Pirate FM?  
 
Pirate 2 is a DAB simulcast of Pirate FM with breakouts at various times through 
the week and weekends for specialist talk shows. We also used Pirate 2 to 
broadcast our Local Heroes Awards earlier this year, something that we believe has 
never been done before on commercial (music) radio.  
 
 
RESEARCH  
 
What were the results for Pirate FM from Rajar Q2 2015. How does this 
compare with YOY and Q on Q?  
 
157,000 weekly reach – that’s 32%. YoY and QoQ that is down, but we are in 
strong territory. Put crudely, RAJAR is a quarterly survey that is added and 
averaged-out and the 3 month data we placed into Q2 was very strong and adds to 
continued audience growth in the long term. 
 
What listener-attitude qualitative research has Pirate FM done recently, and 
would the results be available?  
 
Pirate FM runs a series of focus-groups across the year (3-6 sessions, split 
East/West) where we gather a number of radio listeners together and get them 
talking about life, their TV-watching habits, lifestyle choices, etc. Inevitably it 
covers off radio listening and from that we can identify areas of Pirate FM output 
that they like, what they don’t like, what they’d like to have changed, etc. Obviously 
all findings are taken into consideration and in the right context and this can help 
us make decisions about any number of things. I’m afraid that findings from the 
sessions are confidential however to give just one example what we have been put 
to great use - an off-the-cuff comment by one listener suggested playing clips of 
songs (the words they used were ‘Bits of Hits’) for a competition and this led us to 
do just that and it currently sits within the morning show. 
 
 
PROGRAMMING POLICY 
 
What is the average speech:music ratio on Pirate FM over the broadcast day 
(0600-2000) 
 
Our format doesn’t outrightly give a speech content however it would be around 20-
30% of our output. As mentioned earlier, the content we run on the station – in 
many instances – exists because we believe it’s the right thing to do to be local. We 
run a comprehensive news output where we could run a shorter duration but that 
wouldn’t allow us to keep our audience as up-to-date as we do. 
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Is there a limit on commercials that may be aired per hour, by time used or 
number of units? 
 
There are internal guidelines on ad minutage and there are daily conversations 
around what we run on the station. 
 
How and where are commercials produced? 
 
Written in-house but produced in Bristol at our UKRD Commercial Production 
hub. 
 
Does Pirate FM use any networked or shared programming, from within the 
UKRD group? 
 
The only networked programming is the Big Top 40 chart on a Sunday afternoon 
which is broadcast by a number of commercial stations across the UK. In the past 
we have opted-out of the show in order to do local programming at times of bad 
weather. 
 
What is Pirate FM’s overnight policy and how is this implemented?  
 
Currently Pirate FM is automated overnight.  
 
Is there any degree of cross-promotion between Pirate FM and P2?  
 
Yes, both within airtime and talk-ups by presenters. 
 
 
TECHNICAL  
 
What is Pirate FM’s attitude in general to DAB or even DAB+? In particular, 
what is the reaction to the recent opinion expressed by the DCMS that the FM 
close-down is “getting closer”? 
  
There has been talk for a number of years about various platforms but until now 
it’s only DAB that has come close to being implemented. Pirate FM is future-
proofed for a DAB switchover however our stance is still in agreement with UKRD 
in that digital uptake has not evolved enough to justify a switchover 
 
What impact has the Internet made on Pirate FM’s overall business model?  
It has enhanced our business by giving extra layers of revenue-making 
opportunities. An audience outside of our TSA does not get accounted for within 
RAJAR, but the number of connections we experience gives us a chance for revenue 
and marketing opportunities online. 
 
How does the split transmission arrangement work in terms of the technical 
challenges if any, and given that there must be a cost to doing this, is it 
worthwhile?  
 
Pirate FM has been equipped with the ability to split transmission since day (more 
in in point 1 of community/local). There has always been a cost to Pirate FM for 
this (instead of not splitting) but by doing so not only allows us to be more 
East/West local but it also means we can better tailor advertising campaigns for 
our clients with options to advertise on one or both transmitters. 
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JOHN GRIERSON WITH BEVERLEY WARNE 
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Transcribed  
by: Jennifer Hamley 
Telephone:020 8402 9158 
e-mail: jennifer.hamley@ntlworld.com 
 
When you ran Pirate FM, how did you see the community that you were 
serving, given that you were serving the whole of Cornwall, 100 miles by 30? 
You can’t think en masse, necessarily, when you're a radio station like that, you 
have to think about the demographic that you're targeting.  A lot of the time we 
thought about an individual, say, Mrs Smith with two children who would be 
taking her children to school first thing in the morning and then going off to work 
or whatever.  Everything we did was around an individual which then reflected the 
community at large.  And particularly within the demographic we couldn't be all 
things to all people.  Although, I think a lot of the time, potentially, we were at 
certain situations.  When the weather was bad, for example, that’s when we really 
galvanised the community and really reflected back what was going on.  People 
really needed us.  But generally speaking when we thought about the community it 
was thinking about ‘a’ listener and how their lives would run, what would they 
want from us, what information they would need, what would help them through 
their day, their week, their lives, etc., etc. 
I've had to do a lot of reading about what the academics think community 
means and is.  Very often I come across a brick wall that says, nobody knows 
because community is such an open description it could mean almost 
anything.  In fact, there’s one particular academic called Marjorie Mayo who 
wrote about community a lot and she says it means everything and nothing.  
It’s intriguing to me to look at the difference between, say, e.g., your 
approach and, e.g., BBC Radio Cornwall, and now the community stations.  
Moving on from community, what about locality or localness, how did you 
cope when you were running the station with the need to be local? 
Local was very critical to us and looking at us as a radio station where we were 
positioned, local was actually quite wide because we were covering Cornwall, 
Plymouth to a large extent, and parts of Devon as well.  We always looked upon 
local as being as one, so Penzance was as important as Saltash, Camborne was as 
important as Bude.  We were very aware that a lot of business communities were 
very Truro-centric and it was really important to us that we reflected what was 
going on right around the county.  We would deliberately place name different 
areas of Cornwall and always talk about you as in you the listener, we wouldn’t 
talk about where we were positioned as a radio station because actually that didn’t 
matter.  In terms of the listener we were omnipotent, we were with them wherever 
they were.  It would have alienated people if they’d said, here in Redruth.  Well, 
they're in Bude or Penzance.  And we know what the weather is like right across 
Cornwall.  It can be blazing sunshine in one area and pouring with rain in another 
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so you have to reflect that and realise that things were very different right across 
the county.  And it was quite difficult to juggle that but you have to work at it and 
you have to think that your listener is all over the place and think about that when 
you're delivering messages albeit news-wise.   
Obviously we had the ability to split our news bulletins in what’s on, helpline, that 
kind of thing, and we always made sure that we reflected all the different areas.  
We would keep maps and if we were looking at events we were covering, events that 
we went to, we would make sure we put a pin in the map and say we’ve done them 
there, we've done them there.  There’s a gap, why aren’t we doing them there, what 
else is happening in that area.  We would deliberately try to focus the radio station 
on air and off air right across the area to try to reflect what was going on locally. 
It’s interesting you should draw the distinction between Bude and Penzance 
because that’s the one I always use.  How do you draw any kind of comparison 
between the lives of people in, say, Bude, and what’s going on in Penzance because 
they really are so utterly different in so many ways.   
How did you reflect Cornishness in what Pirate FM was doing in your time? 
What do you mean by Cornishness? 
Well, that’s the question, what do you mean by Cornishness? 
It depends on how you look at Cornishness.  It was across a range of things I 
suppose.  It was about way of life.  Cornwall is about countryside, it’s also about 
the sea, it’s also about that feelgood factor of living in this beautiful part of the 
world.  It’s about what we eat, what we drink, what we think, it’s a whole range of 
things. And a lot of people living in Cornwall whether we like it or not, are not 
Cornish born and bred.  Personally I am … 
I'm not! 
No, I know you're not but a lot of people aren’t either, nevertheless they are living in 
Cornwall and they love what Cornwall’s about and Cornwall is about so many 
things.  There are places in Cornwall that are cool and all the new restaurants and 
shopping experiences, etc., etc., but equally it’s about that sense of being outdoors, 
being at one with the countryside, with the seaside.  It’s a whole range of things 
and you can’t encapsulate it into one particular thing. 
Given what is happening to commercial radio now, in a way Pirate is an 
exception to the rule with all the consolidation going on.  What’s your view 
about the almost unstoppable force of consolidation in commercial radio in 
this country now? 
It’s all about money, that’s the bottom line.  Initially commercial radio in particular, 
when it came into being was often people’s dream that they wanted to run a radio 
station.  It was all very gorgeous and I want to set up a radio station and talk to all 
these wonderful people.  And then reality hit and they started to have to run as 
businesses.  As with any business, you have to pay all the bills and ultimately with 
most businesses you have to make some money, depending on how it’s run, 
whether you've got shareholders or whatever. The sad reality is that it does come 
down to pennies and pounds. 
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That I understand but why did that discipline result in the consolidation and 
networking of stations?  Because the impression I'm now getting from this 
consolidation is that a lot of radio stations are only actually talking about 
national advertisers now. They talk to the advertising agencies and they are 
virtually ignoring local or even regional advertisers.  Is that a reading that 
you can see? 
Oh yes, I saw that all the way along.  If you look at Global, for example, 80 per cent 
of their business comes from national brands, national revenue, with 20 per cent 
coming from local revenue.  Personally I liked the way that we did things in that 80 
per cent of the revenue came from local people, local businesses, and 20 per cent 
came nationally.  I liked it for a whole range of reasons, mostly because if you're a 
local radio station I think you should support local businesses.  It also helps to 
reflect back the localness, it helps to reflect back what’s going on in your 
community, it helps local businesses thrive.  It means at a basic level that actually 
you can go in and speak to the owner of a business face-to-face.  With a national 
brand you're often 10 steps away from that and they often have no idea what’s 
going on with the campaign on the ground and what the results actually were.  
Whereas you could be much more creative with a local business and really bring 
things to life and build campaigns.  And yes, you might make the odd mistake here 
and there but you could rectify it really quickly and go off and have a look at other 
ideas.  I enjoyed that part of it and I wouldn’t have enjoyed being part of a group 
that is consolidating.  For me, the reason why they’re doing that is because they 
can get a lot of pre-recording done, they can get one voice across a whole area and 
it does come back to money.  It’s all about spending less on people and making 
more profits. 
Would it be pejorative of me to say they’re looking at the whole thing rather 
through greedy eyes? 
I think there's an element of that. The demands are made often by the board room, 
the shareholders and so on and it’s just what’s in the business plan and each year 
people want more and more and more.  The squeeze is on and that’s it. 
Your description, which is rather kinder than mine, wanting more and more, 
equals greed to me.  Now, this is not because I have any particular downer on 
commercial radio in any way at all, it’s just that I'm disappointed, as I think 
you are, reading between the lines, in the way this thing is going.  Why is it 
that Pirate FM, although it’s part of UKRD, is not a consolidated station?  
Why, for example, has Pirate not bought out half the stations in Devon and 
formed a consolidation? 
Pirate FM is and always has been more or less from inception a very successful 
radio station and the formula clearly works.  It’s very easy to follow the crowd.  It 
does make a lot of money, actually, and undoubtedly continues to do so.  And 
buying into truly local it’s kept to its promises, it’s kept to its roots, and it’s 
successful, it works.  Why change that when you don’t need to?  I was always quite 
autonomous in how I could run the station - clearly we had shareholders as well, 
etc., etc. - but it was so much more fun, it was so much more creative and yet 
you're making money anyway so why wouldn't you want to do that?  Why would 
you want to consolidate and just be formulaic and churn out the same old same 
old? 
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You could argue exactly the same way for stations, for example, in Yorkshire or 
Lancashire, or virtually anywhere in the rest of the country.  Let's stay 
local/regional because it’s so much more fun and we still make money out of it.  
But they don’t take that line, they take the line, let’s make our life as easy as 
possible by going to where the money is as easily obtainable as possible.  I see the 
distinction but Pirate has stuck to its guns whereas a lot of others simply haven’t. 
Let’s talk for a moment about the community radio stations because what is 
happening very clearly, I can see this every time I open a new website, 
because I've got stuff pouring into me every day from all over the world 
talking about the demise of localness in radio.  Just today there was a really 
major piece written in the New York Times I think which said, what’s 
happening to radio?  It’s lost its way completely.  It is now nothing to do with 
localness any more and the same thing has been happening there as has been 
happening here.  What is happening, is it opening the door to stations, 
providing they can get on air, that are genuinely local, community-based, 
whatever that community might be?  It’s happening in Cornwall as it’s 
happening everywhere else because we’ve now got six stations on the air here.  
And by the way, by on the air I don't necessarily mean broadcasting on FM, it 
could be digital as well.  But six existing community stations and at least 
another 10 lined up in the pipeline for other areas that want to do the same 
thing.  If you were running Pirate now, how would you see the rise and rise of 
community radio? 
How would I see it in terms of competition, do you mean? 
Yes. 
I think digital is a different thing altogether.  In terms of community radio stations I 
wouldn’t necessarily see them as competition, I would see them as offering a 
service, a much more parochial service if you like.  Potentially their listeners are 
limited because generally speaking they are very much speech-based. 
I'm not entirely sure I agree with you about that. 
Quite a few of them tend to be.   
I'm busy doing some research right now taking their schedules to pieces and 
the astonishing thing is that as an average over 75 per cent of the output on 
the three stations I'm looking at are music, not speech. That's quite a heavy 
music component.  On that subject, there’s a consultation out at the moment 
on community radio saying, we have to look at key commitments now.  Key 
commitments is the equivalent of format or policy performance, how are we 
going to change that.  Because we seem to be under pressure to loosen up a 
bit more, fine.  Here’s the problem, one pair of ears can only listen to one 
radio station at a given time.  If somebody in Falmouth is listening to The 
Source FM they can’t be listening to Pirate at that time.  How does that play 
out in terms of potential competition in your view? 
When you've got a very strong brand like Pirate FM and you want to be part of 
something you know what you're going to get when you get Pirate FM.  You know 
what the music, roughly, is going to be like, it’s got regular features that it runs, 
it’s got money behind it, it markets itself.  It’s a marketing tool itself but also it’s a 
very well-known brand.  It takes a while to build a brand and it’s very difficult for 
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people to not listen to that brand if they're into it.  And there’s no question that 
they may well dip in and out.  Pirate might lose hours for example, because if 
there’s that much choice, as there is in any case without community radio stations, 
people do dip in and out. 
Yes, because choice equals competition. 
Absolutely, absolutely, even a CD is competition.  But because it’s very solid, 
Pirate, people generally like what they hear.  It’s family-friendly, it plays to its core 
audience, it plays to its key demographic, it thinks about that individual listener all 
the time. 
Can I just ask you for a definition.  In your day, and I don’t suppose it’s 
changed at all even since Mark Peters took over, what is your key 
demographic, as you see it? 
The key demographic, you are looking at roughly 25 to 55-ish.  And it has a slight 
female bias so you'd be looking at late 30s, female, probably a couple of children. 
She might well work either full or part-time, have a partner working, that sort of 
thing. That's very general but you have to …  There was a lot research done talking 
to people about their lifestyles, what they like.  They liked things like Strictly, 
Coronation Street, you know the sort of things that they like to do, the things they 
like to win.  You have to do regular research and keep up to date with who your 
audience is. 
Interestingly enough, when I was running radio stations I used to have a 
drawing, a big one, A1 size, on the wall of the studio and that was who you 
were talking to. Every station I ever had anything to do with. 
Absolutely. 
That's fine, the picture is absolutely clear.  Now, let me move away from 
community stations to BBC Radio Cornwall.  The description you've just given 
me of the sort of target that you described when you were there - I want to be 
clear, by the way, I'm going to be very careful not to tread on current Pirate 
management’s toes. 
No, no, no. 
I'm not asking you as if you were still there, I know well you're not.  I had a 
very good conversation with Pauline Causey very recently.  She described 
their core in words that so closely mirror what you’ve just said.  Have I got 
that right, do you think? 
In terms of age? 
Core demographic, shall we say. 
They might have changed their policy, I don't know, but certainly in my day Radio 
Cornwall was definitely the 50, 55 plus age group.  Although, that was starting to 
change because, as you know, older people are actually younger these days and 
you don’t get to 55 and go, tell you what, off goes Pirate and on goes Radio 
Cornwall, it doesn’t work like that any more.  People are much more willing to try 
things, people are getting into new media, digital, etc., etc.  I don’t listen to Radio 
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Cornwall a great deal, I don't know if their music is getting younger but it was 
starting to get younger.  They were starting to move down the age group.  But what 
I do know is their audience has also dropped with it. 
I can confirm that, by the way, because my research tells me exactly what 
you've just said.  Their music has definitely moved younger, there’s no 
question about that.  Do not get me started on what I think is happening in 
terms of radio where absolutely everything is about youth and never mind 
about the grey market because they’re going to die anyway. 
They’ve got the money.  If you run a commercial radio you really need to look after 
them. 
As you know, when I was trying for the station that eventually became 
Atlantic FM and died almost exactly when I predicted it would die, that is 
exactly what we had in mind.  We didn’t want to compete with Pirate in any 
way, we wanted to go much older than Pirate, obviously so.  But what I 
overlooked was that the people running Ofcom were all in their 30s so they 
couldn't connect with what we were trying to say.  But then they made a 
gross mistake with Atlantic FM anyway, didn’t they? 
Well, it did seem odd.  Here we are in Cornwall and we were the last place to get its 
own commercial radio station and then they go and plonk another one in trying to 
do something very similar.  Dare I say it, it was almost doomed from the start 
because it wasn’t offering anything different.  And Pirate would have had to do 
something really bad to have moved listeners from Pirate to Atlantic.  What was it 
going to offer that was all brand new?  It wasn’t going to do that. 
The interesting thing about that was, as you might remember, we took Ofcom 
to court precisely on that point.  The relevant part of the Broadcasting Act 
and the regulations that stem from that said, must not be directly 
competitive.  It didn’t say exactly those words but that’s what it clearly 
meant.  I couldn't persuade the judge of that and that’s why I lost the case.  
That's another story and this is not about me, it’s about you. 
It’s very difficult for people to understand that. 
Yes, extremely difficult.  Pirate FM and BBC Radio Cornwall are the two giants 
in radio terms in this county.  What do you feel about the possibility of local 
television in terms of what it might do to radio audiences? 
I certainly never saw it as a threat of any kind.  There are so many television 
stations that you can watch now with Sky and BT and all the rest of it, you would 
have to spend a heck of a lot of money on TV to really make that work.  I never 
really saw it as a viable option in terms of grabbing audience and in terms of being 
financially viable.  If somebody asked me to invest I'm afraid I'd have to say, I'm 
out.  Personally. 
You're a Dragon! 
I'm a Dragon.  I would be on that. 
What’s interesting about that is that the community radio stations all belong 
to a thing called the CMA which is the Community Media Association which 
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used to be the Community Radio Association.  They changed specifically in 
order to accommodate the possibility of local TV stations, so-called 
community television.  It’s not going anywhere but the CMA continues to 
make noises about it.  That's by the way and I pick up your point entirely.  In 
terms of a successful radio operation I can’t see how local television could 
ever make a dent at all. 
Radio has better pictures anyway! 
Of course it does.  Talking about the commercial side for a moment, one of 
the things that’s always struck me about the way in which community radio 
in particular was set up, it’s always been set up with the protection of 
commercial radio in mind to a lesser or greater degree.  
Yes, because it’s not there to make money, to make a profit. 
Exactly, it’s non-profit.  But every time the discussion comes up you can see 
immediately the legislators and regulators are saying, yes, but we’ve got to 
make sure that we protect the commercial radio in the area.  I have pretty 
rooted objections to that approach because I don’t see why it needs to be 
protected. What do you think about that? 
No, I don’t actually think it does need to be protected.  I think if it’s capable of 
protecting itself it should do that if it’s good enough.  And quite frankly, if a 
community radio station can come in and jeopardise that then you need to look to 
yourself first of all and have a look at your offering.  Clearly, a community radio 
station will take some money out of the market place but not that much, not very 
much at all.  And if you've got key advertisers on an established commercial radio 
station, anything they do generally speaking on a community radio station, 
because it’s only going to cover a very small area, is going to be a bolt on.  It’s going 
to be like loose change if you like.  If the established community radio station is 
worried about that then it needs to look to itself first I would suggest. 
To me that’s a refreshing attitude and one that I wish somebody would go and 
whisper in the ear of Ofcom.  Because even now they're talking about 
changing key commitments and certain aspects of the licence for community 
radio and they have now said we will place a limit of £15k per year on what a 
community radio station may raise in terms of advertising.  Beforehand it was 
50 per cent of whatever it cost to run the station.  Everybody said, oh, this is 
wonderful.  It actually isn’t going to make any difference at all, absolutely no 
difference.  Because the money isn’t there from the same bucket if you like, it 
just isn’t.  To me a genuinely local advertiser like a local estate agency would 
be financially incontinent to spend money on Pirate FM.  Because why would 
they want to speak to the entire …  Maybe an estate agent is a bad example, 
but why would a really local business want to speak to the whole of Cornwall?  
It just doesn’t make sense. 
Well, that would depend on its objectives, really.  If you’ve got a business that 
actually wants to draw in from other areas, yes, there will be some wastage 
potentially.  It might be that it’s opening up somewhere else, it might mean that it 
wants to get into new markets.  You'd have to have a look at that individual 
advertiser and see what it’s trying to achieve in the long run.  It might be about 
building reputation, it could be a number of things.  And also with Pirate, don’t 
forget, you do have the option of splitting so you can cover an area, albeit fairly 
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wide, but actually if it brings in new business, depending …  If you're selling loaves 
of bread you'd have to sell an awful lot of loaves of bread to make the money back 
that you’ve spent.  However, if you get £10k for whatever your product is, now 
clearly you don’t have to get many of those to recoup the money you've spent on an 
advertising campaign, even if there is some wastage.   
How long ago did Pirate 2 start? 
Gosh, about 12, 15 months ago, after my time. 
What do you think was the rationale behind Pirate 2? 
Undoubtedly it would have been about another source of revenue because it’s a 
commercial radio station.  Clearly, digital is the future.  Digital is everywhere so it 
would make sense to have a digital radio station.  But I would have said it’s 
predominantly a commercial venture. 
Let me press you on the question of digital for a moment.  I'm well-known in 
the industry, and indeed at the university, for being very sceptical about DAB 
because I've always thought the rush to digital was badly timed, badly thought 
through.  It’s there but it’s in a terrible mess, actually.  People don’t like to 
confess this but it is.  When it started happening in your time, what was your 
feeling about the so-called dash for digital? 
Certainly as a group of people at Pirate and UKRD we felt that it was just a 
government that really wanted to become known as the government that pushed 
through digital, this is something we’ve achieved.  There were lots of downsides to 
it.  A, the platform for a start, DAB.  A lot of people have abandoned it in Europe, 
for example.  There's DAB+, all sorts of different platform, and that wasn’t thought 
through properly.  How are you going to replace all of the radio sets?  Okay, there’s 
a lot more TVs now in households but at one stage radio, there used to be loads 
and loads and loads of radio sets in a household, much more than TVs. 
4.5 per household. 
Absolutely. 
Do you know, by the way, how many FM and DAB but not DAB+, radio sets 
there are in the market place now? 
I don’t, no. 
14 million and they will be totally redundant the minute they change over to 
DAB+. 
Absolutely, and that’s not green. Where is the green policy, what are you going to 
do with all of those?  And then people have got to spend more money buying in 
more. They’re not in all the vehicles, the signal’s not always great.  In Cornwall, for 
example, you can’t get digital, you haven't got the capacity.  When I was there I 
think it was about 76 per cent or something coverage.  And ‘a’ theory is that 
actually with digital if everything was digital, if a government was so minded it 
could switch digital off like that if it didn’t want something broadcast, for example.  
I'm not saying that would ever happen but it would have the possibility to do that if 
it wanted to. 
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The technology is there to do it.  Very interesting.  Of course, apart from 
DAB+ which is the new platform people are talking about, there is DRM 
coming up as well, and so on.   
It’s not well tested enough and it’s not clear enough.  It was all too soon and it was 
as though it was just being pushed through, pushed through, for what purpose. 
What happened in America and Canada was, when digital started in this 
country and also in Norway or Sweden or wherever it was, the FM lobby in 
America which represented something like 12000 FM stations, said over our 
dead bodies will you licence DAB in this country.  And they still don’t have it 
in the broadcast.  No digital radio in America and there probably will never be.  
It might go on the internet, that’s a different matter altogether. 
Oh yes, absolutely. 
But terrestrially-broadcast DAB, the Americans don’t want to know. 
There are lots of countries that feel like that.  Malta, for example, said no and was 
it Spain or Germany that said no, DAB, absolutely no DAB, just didn’t work.  I 
think DAB+ is what they've been looking at. 
There are two lovely aphorisms I love to apply to this.  One is, if it ain’t broke 
don’t fix it, and also, we live in an age where there are solutions running 
around in search of problems and I think DAB is one of them. 
I think it is.  And do you know how many masts have to go up, all the technology 
that has to go in, to get the right coverage?  The cost of it is just prohibitive, really. 
It’s ironic, you and I were talking earlier about the commercial aspect of 
commercial radio, which is driven progressively by money, by making more 
money, by profits, whatever.  Suddenly, everyone is saying, hang on a second, 
if we really are financially-driven what the hell are we being forced to do DAB 
for?  That's just taking money away from us. 
And also, localness as well will be distilled because they cover such huge areas.  
You don’t have that opportunity like with Pirate where you can split transmissions.  
Say the digital complex for Devon and Cornwall, well you would have to be either 
Cornwall or Devon, you wouldn't be able to split down like you can now, so actually 
you would lose the localness that was the whole point. 
And yet as a final comment on that, interestingly enough there are some 
people running community radio stations who are looking at DAB as a way to 
expand their territories.  I've been in touch with some of the guys and said, 
what are you thinking about?  The whole idea of a community radio station is 
that you should know what your community is.  What do you want to expand 
it into another community for?  Oh well, we can do good things with 
advertising.  Rubbish, it doesn’t work that way. 
Beverley, thank you so much. 
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I'd like to talk today about the background theoretical stuff.  What do you 
consider your public service obligations to be? 
I suppose there's a number of ways to look at that but being specific about your 
wording, what do I consider my public … 
What do you consider the station’s obligations to be rather than yours 
specifically. 
As a manager of a community radio station what do I consider the obligations in a 
public service sphere to be? 
Yes. 
That's interesting.  There’s still a number of ways to look at it but Ofcom makes 
fairly clear what the public service remit is of a community radio station in the 
description of its licence obligations.  And in terms of Source FM, the uniqueness of 
this community radio station is that our obligation is to a geographic location and 
the people and inhabitants of that geographical location.  We have a public service 
remit which is enshrined within a not-for-profit grounding, which I think is 
important.  The fact that it’s not-for-profit enables us to provide a service which is 
looking to include as broad a range of residents from within this geographical 
location as possible.  And the voices and opinions of that, within a framework 
which has been specifically described by Ofcom.  We have to provide something of a 
mainstream daytime service. 
This is part of what is called the key commitments, am I right? 
Yes. 
How do you consider against that background, particularly looking at the key 
commitments and the licence obligations and so on, that you as against 
anybody else in the community radio firmaments - and when I say you I mean 
the station - are fulfilling those obligations? 
We as a station are governed by an executive body of which I am the secretary and 
designated manager.  We have a management system which is set up to oversee the 
actions of the station and enshrined within our articles and memoranda, and our 
constitution and members of our organisation are elected onto that executive 
board.  They are the overseers of the actions of the station.  We have a yearly AGM 
and quarterly executive board meetings and a minimum of three members of our 
company are elected onto that executive board function.  In order to be a presenter 
on The Source FM you have to pay a yearly membership which means that you are 
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kept within that executive function of the station.  Now, that as a legal framework 
keeps the group of executive eyes upon the obligations of the station to something 
like Ofcom.  That's one level of observing it. 
As far as you know, is the way that you do it mirrored in any way by other 
community radio stations in the area? 
No, I don't know.  I can’t answer exactly as to whether they perform in exactly the 
same way as us.  I doubt they do because our original set-up we just pulled out of 
a box in a way from advice from a company called Penwith Community 
Development Trust. They advised us on this is a useful article and memoranda, 
this is a constitution you could adopt.  We liked that and decided to do it.  So, I 
doubt that any two particular community radio stations have exactly the same 
constitution or articles of memoranda, or ways of operating.  I would imagine that 
they’re similar. 
I'm very much aware of it because obviously I’ve worked here and worked with 
you.  You've got something like 90 different presenters still, or perhaps 
somewhat fewer now, but it’s in that ballpark.  When I come to compliance, 
how do you manage to make sure that with so many different people you're 
not running up against the possibility of someone being naughty on air or 
saying inappropriate things? 
In short, on a day-to-day basis I can’t, obviously.  I can’t prescribe what people are 
going to say in the way that a BBC or a commercial station would be able to keep 
an ear on exactly what is going out.  I can’t.  The way that it’s done within 
community radio is we go through an extensive, and when I say extensive I mean 
several weeks’ worth of training with our presenters according to their experience 
and their previous abilities and the things they've done in their lives.  We usually 
go through several weeks’ worth of training with a new presenter and we instruct 
them in the technical aspects of it and we instruct them in the legal requirements 
of being a presenter on a community radio station.  And they’re asked to sign a 
volunteer contract which also has guidelines within it explaining defamation of 
character and contempt of court. 
For certain areas of the schedule we have day managers who sit in and listen but 
all of that is nothing compared to the self-monitoring of …  The most important 
thing is to set an air or a tone of community responsibility, to explain that we are a 
community within a community, we have the same sort of standard, not standard 
but implicit sensitivities, to indecency and taste and kind of imply that there is 
some sort of theme which runs throughout the broadcasting area.  Actually people 
tend to stay further away from that line than I would feel comfortable with.  I would 
like some of them to get a bit closer to it at times.  But I think self-monitoring is the 
most important way of keeping that safe. 
Interesting.  By contrast, I've been talking to Mark Sanders at CHBN and Mark 
is terribly, terribly worried most of the time about compliance.  I said to him, 
do you have sleepless nights and he said, no, not quite, but he said he does 
worry about the possibility of not complying with the key commitments and 
all the rest of the things.  I said to him, really, I don’t think you need to 
worry that much because by contrast I know that Matthew Rogers has four 
times the number of people to watch over that you do and he doesn’t seem to 
be worried so I'm not so sure why you need to be!  Anyway, that’s by the way. 
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One of the key commitments, and it’s actually enshrined in the Broadcasting 
Act and more likely, really, in the community radio order as a member, which 
we'll come to in a minute, is social gain.  How do you read what social gain 
mean? 
Very easy ways to read it in my opinion.  Of course it’s a debate that’s been going 
on within media studies as you're well aware since media was first around.  That 
social gains function of radio in community radio terms, in Source terms, I think is 
met through diversity, is met through encouraging as broad a range of possible 
voices onto the airways. And we put special effort into drawing hard-to-reach 
members of the community out, because they don’t naturally come forward.  We’re 
a very male, white, middle class station and I could fill the studio up seven times 
over with men with big record collections who’ve always wanted to be on the air.  
That's our bread and butter. 
I'm going to talk about the relationship between speech and music in terms of 
social gain in a moment or two.  Just going back on that, from the 
discussions that you and I have had in the past it would seem to me that a lot 
of your focus is on what goes into the microphone rather than what comes 
out of the radio set.  Your emphasis, but don’t let me put words in your 
mouth, seems to be let’s get as many people from the community into the 
station.  Whoever it is, if they have something burning to say, let them say it 
and if there’s only three listeners, well, so be it.  Is that a fair reflection of 
how you feel about things? 
Yes, that is.  I've said it before, we’re a community within a community but in 
terms of community radio, the percentages are more in the region of 70 per cent 
community, 30 per cent radio.  It’s reflected within our financial structure as well. 
The amount of money we get in through grant-writing, through enabling 
communities to have a voice, disadvantaged groups have a voice, is far in excess of 
the amount of money we get from local businesses through sponsorship and 
advertising revenue.  That could be one reason why I feel that way, because our 
financial structure has been set up that way and that’s what I have been successful 
with.  Other stations go down that much more commercial route and they 
formulate their daytime service and they try to hit as many as is possible.  We 
haven’t done that.  What I've done is I've thought that the most important thing 
would be to get as diverse and broad a range of people on the station as possible 
and for that to be a new model in terms of broadcasting.  It’s what we’re most often 
criticised for and it’s what we’re most often complimented for. 
Interesting, because what is very satisfying for me is the contrast between 
The Source and RSABC and CHBM.  For those two stations the look of the 
station as it were is more like a - I was going to say a commercial radio 
station but I don’t really mean that in any pejorative sense, it’s just that it 
has day parts which look rather like the schedule for a Pirate FM or whatever, 
whereas you don’t have anything like that at all.  Yours is hour-by-hour 
almost, in fact 90 per cent of it is hour-by-hour.  I'm very happy about that 
because it gives me a very nice contrast to be able to make in my research. 
Going back on the question of social gain, how do you cope with people who, 
as I suggested earlier, are burning to do something on radio?  What’s the 
relationship between supply and demand there?  Are you turning people away, 
or are you constantly looking for people? 
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We’ve always got a waiting list.  I've had some of the evening presenters now since 
day one.  Some of those evening slots have been occupied since the very first day of 
broadcasting.  They don’t come up very often, hen’s teeth and all that.  The daytime 
schedule and the breakfast schedule is harder to fill.  I haven’t got a waiting list for 
the daytime and breakfast schedule.  But I've always got a waiting list of people 
who want to volunteer at the station. There is always something in the region of 10 
to 15 people who are ready to be inducted, ready to go through the training.  They 
don’t all go to air.  Some of them just want to see what it’s like inside the studio 
and some of them are looking for company.  And some of them aren’t quite as 
comfortable with the microphone as they think they might be when it finally comes 
down to it. 
When you started, did you have it in mind to have as diverse a schedule as 
you've now got, or did that develop and grow like Topsy? 
I did, I did have that.  Because I came from the experience of volunteering on 
stations in the States which also had a very diverse range of presenters and a large 
number of presenters.  KALX in Berkeley was the station that I originally 
volunteered at and then I went on to KPFA and both of those - well, KPFA less so 
but they both have what you've described as a larger number of presenters and a 
more mixed daytime schedule of Wednesday would be different from Tuesday would 
be different from Thursday.  And their bread and butter, the way they get the 
money in, is by providing characters, by offering airtime to characters who people 
then value and tune back to hear.  There are strong characters on the show and 
that’s what I've always hoped for with Source FM.  We’ve done a bit less of that.  
Our characters are a more diverse range and less from that high quality 
broadcasting end and we’ve got some presenters who people would find probably 
difficult to listen to at times. 
Like me, for example! 
I don’t think you're difficult to listen.  For instance, we’ve got one presenter who is 
non-verbal Asperger’s and most people tuning in wouldn’t know that.  In the rest of 
his life he doesn’t speak, he won’t say a word to anyone.  You see him in 
Sainsbury's, Asdas, he wouldn’t talk to you at all but with a script and with a quiet 
studio and with music - the important thing is music, he loves music - he will back 
announce the songs, he will introduce the next song, he will press play on the 
button.  But that’s all he does all week long, prepare his show and he does that.  
He doesn’t speak to anyone else. 
That's interesting.  I've been looking very carefully at community radio in 
Australia.  One of the stations there in Perth, and I know there are others 
around the country that do the same thing, they are really just the 
newspapers of the air.  But this particular station in Perth, and I can’t 
remember the name, is on the air effectively 24/7.  I think overnight there is 
a bit of automation of music going on but for the rest of the day they bring 
people in who do nothing other than read the daily newspapers and stuff from 
magazines for the people who are blind or visually impaired one way or the 
other.  It is astonishingly popular, even to the point where people who are not 
blind and could read the newspapers perfectly well themselves are tuning in.  
it’s an amazing thing.  One of the other stations has a very strong leaning 
towards the elderly.  It says the youth of the area has been very happily coped 
with by stations galore, we’re looking at older people.  How does that kind of 
thing appeal to you, or how do you compare that kind of approach? 
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Well, I could give you an example of a project that I'm in the process of seeking 
funding for at the moment.  I've been speaking to the local primary schools and my 
focus is less about the listening community and more about the volunteering 
community.  I noticed that we don’t get very many younger people coming into the 
radio station and we certainly don’t have many school age people coming into the 
radio station.  I've been speaking to the primary schools and I have five of them so 
far that have signed up for this project.  I want to set up a hub within each of these 
primary schools where I will visit them once a week and work with their students 
on preparing a radio show, on using portable recorders, on researching subjects 
and booking guests and features, unlocking their ideas, creative writing.  Three 
weeks of the year we’ll work with them on preparing a radio show and then one 
week they will go live from their school.  There’s a remote hub within their schools 
where they've got a desk and two microphones and a computer and they can play 
songs.  It will go live, through the internet through Source here and it will go out 
live on the FM schedule one week of the month.  Next week it will be a different 
school and the next week it will be a different school.  So, they share the same slot 
from within the schools and they’ll have the opportunity to communicate to each 
other through the airways.  Each school will create a programme within the same 
framework, so they’ll have to have a continuity announcer, they’ll have to have a 
newsreader, scripts, all the usual jobs that are involved in preparing a radio show, 
but it will be broadcast from each of those schools on the same time each week. 
We’re not about to see Source FM as newspaper of the ear.  That's probably 
not going to happen, then. 
I don’t think so.  We have tried to draw relationships between the local papers but 
it’s been difficult because I think they feel they’ve got their own income to protect 
and we’re the young upstarts and if we start doing what they’re doing on the 
airways … 
Really that’s a pretty strange approach from them because, frankly, if I was 
running a local newspaper and a local radio station came to me and said, we’d 
like to read your newspaper on the air, I would see that as a wonderful piece 
of promotion for the paper.  That's another matter for another day and 
another discussion. 
You're very much aware, I'm sure, of the unbelievable number of consultations 
that are out there now on all aspects of broadcasting, pretty much, but 
particularly on community radio there is a consultation paper out there now.  
What are your feelings about what you've heard so far about this and what do 
you think is going to emerge from the current consultation round? 
It is interesting and it’s something that I'd like to be able to give more time to but I 
don’t have that privilege at the moment.  My feeling is that if communities are 
creating a strong audio output whatever comes along - because a lot of this is 
looking to the future, isn’t it, and what will happen if the so-called FM switch-off 
happens or switch-over to DAB.  And I don’t want to rattle your cage about that!  
My feeling is that the ability to listen to radio through the internet or through 
mobile devices is going to supersede DAB before very long.  4G is already very 
prevalent over most of the country … 
You know that I agree with that so we won’t go there because I have seen so 
much just recently.  People are coming out of the woodwork at last saying, 
hang on a second, this whole DAB thing, emperor and clothes, we have a 
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problem.  We don’t like to confess the problem because we’ve made this dash 
for DAB, we are the world leaders and all that kind of stuff.  Anyway, as I say, 
another time on the whole DAB situation. 
For example, the possible change to how much money you can draw in from 
advertising, I think it’s a £15k limit now instead of putting a percentage on, 
what do you feel about that kind of change? 
There are loopholes around all of it.  We’ve never even come close to reaching our 
max in Falmouth.  It’s not a great concern of mine.  I haven’t got Jaguar, Land 
Rover, Peugeot, bashing down my door asking for more advertising space on Source 
FM.  In fact, quite the opposite is more the case.  It hasn’t concerned me greatly.  
The top end of our income spectrum has always been through grant-writing and 
community charitable activities.  Donations and membership runs a close second 
and then we have advertising and sponsorship underneath that. I would like to 
grow the advertising and sponsorship income but I've been saying that for about 
four years. 
Yes, I know.  You are not in any way a special case because Ofcom totally 
confesses that the average is somewhere like 29 per cent and probably some 
stations are well below it.  Some of them are into single figures and indeed 
some are not doing advertising at all.  Personally, for what it’s worth, I think 
this whole idea of even placing any kind of limit on it is just another form of a 
protectionism which goes on in the commercial radio world.  Oh dear, 
competition?  Oh, we can’t have competition, oh my goodness me, no.  That’s 
again another thing for another time. 
I expect they’re watching their revenues dwindle slightly. 
Well, it depends.  At the moment, of course, seeing it from a theoretical point 
of view or from a metaphysical point of view, what’s it really for?  Why is 
commercial radio doing what it’s doing, consolidating right, left and centre?  
All the stations bar a few are being consolidated into major groups which are 
then not interested any more in local advertising, purely selling to advertising 
agencies.  Why this obsession by Ofcom and by the government and other 
people to avoid competition?  Don’t get me started.  You did get me started, 
naughty boy. 
How do you go about, if you do at all, publicising the idea that this station 
welcomes people to come and have a go? 
That primarily happens, interestingly enough, online.  Our website states that very 
clearly.  It’s probably quite available to people who listen in as well.  It's quite often 
mentioned on air that if you want to do this it’s a volunteer-based community radio 
station if you'd like to take a part in it.  I think some of our sweeps and jingles say 
that.  Somehow it’s just kind of ingrained within who we are and what we do. 
In any case, what you said earlier is demand exceeds supply so you've got a 
waiting list, not throughout the day but it’s a waiting list all the same, so 
really you don’t have a problem there. 
None at all.  We've always got more than we can include. 
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Let me talk about audience research for a moment.  I know from what you've 
told me in the past that you don’t really look at the audience as such, it 
happens or it doesn’t happen programme-by-programme.  But do you do any 
qualitative audience research, leaving aside counting heads now? 
Certain shows are quite good at getting feedback from the audience.  Ian Beaumont 
on a Monday afternoon now quite often has upwards of 17 people email into his 
show during the show.  Even last week, interestingly, he had an email from a 
lawyer from Stagecoach who had heard that he had put Stagecoach into the hall of 
shame.  During his show within an hour of starting there was an email from a 
lawyer in Plymouth saying we understand you haven’t offered us a right of reply on 
this issue.  The feedback happens live on air with some shows, not the vast 
majority.  The largest amount of feedback often happens through social media. 
Just going back to the Ian Beaumont thing, would that result in a complaint 
about non-compliance in some way?  Or, did it not happen, was it a non-
event? 
It was a daft thing for them to do. They didn’t hear the broadcast itself and it was 
entertainment, first off.  It wasn’t a news item, it was personal experience of his 
time travelling around Plymouth and Stagecoach.  It was a very balanced opinion 
he put over, very factually correct, and they had no real kind of cause to fire off a 
lawyer’s cannon at it at all. 
In terms of qualitative, you don’t have anything formal going on, you just put 
your tongue in here and there and see what it tastes like, as it were.  That's a 
really rather unfortunate metaphor but you see what I mean. 
We try to encourage feedback from the listeners.  They’re a famously silent bunch.  
They like to receive, they don’t like to give much back.  If you can shake the 
hornet’s nest on Facebook or Twitter they’ll respond to an issue-based request for 
feedback.  We have on the website people who leave comments but it’s something 
in the region of one positive comment every three, four months.  A family from 
Germany left a comment recently saying thank you for making our holiday more 
bearable.  We were fed up to the back teeth of the BBC and commercial stations 
playing rubbish music, then we found you.  You have made our holiday much more 
bearable, thank you very much. 
How nice.  That's wonderful, very positive feedback.  Okay, it’s just one piece 
of feedback but there’s a general sort of ethnographic curiosity about the 
world and for every one person who does something you can count at least 10 
who feel or think the same way.  It just is that way and I've used it in the past 
to estimate audience reaction to things I've done in the past and then I've 
tested it and it’s true.  It’s a really interesting concept. 
Don’t let me forget to ask you about speech-music, but in the meantime just 
going back to quantitative.  Because you don’t feel particularly strongly about 
whether people are listening or not, even so, if you are trying to sell 
commercials you need to say to people your commercial will be heard by X 
number of people.  How do you go about that?  I probably know the answer to 
this but I want to get a further feel from you. 
The figure I've always run with is the one I heard on Community Media Association 
email communications about this matter.  We did do a survey in the early days 
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asking how many people listen to the station.  The figures often returned from 
community stations around the UK are that something in the region of 10 per cent 
of the available listening audience tune in to something on that station over the 
course of a week.  So, they have a reach of 10 per cent.  For us, our catchment area 
formally has something in the region of 30k to 40k residents but we also reach 
much wider than that to large parts of Truro, most of the Roseland, down to a lot of 
the Lizard, down to Manaccan.  I estimate it’s something more in the region of 70k. 
Interesting if I could just pick you up on that.  My view about that sort of 
thing is that I don’t see that it’s the job of a community-based radio station, 
particularly one that has put in an application to serve a particular 
geographical area. What’s it doing saying well actually, we serve a hell of a lot 
more than that, why would you bother?  If your licence says you're supposed 
to cover Falmouth and Penryn, who cares whether you can be heard on the 
Lizard or in the Roseland? 
Yes, that’s true, but your question originally started by saying, if you’re trying to 
sell ears to advertisers they may care. If that figure is larger they will feel better 
about their contribution.  So, I say 7k and I can tell exactly how many people listen 
a day online and that’s around 2k more.  I'm confident in that figure of 7k.  It’s 
under what I could say, I could say 9k. 
You know that mathematical computation you gave me which is that for 
every one person listening online, there are nine or 10 listening on radio sets.  
I know that you depend on that up to a point and that others do as well, I 
cannot find any provenance for this whatever.  The BBC say never heard of it, 
the CMA say, where did that come from, other community radio stations say 
yes, we do, we don’t know where it comes from, though. 
It might be a relationship to RAJAR figures.  We're a different beast from a BBC 
animal but if online listening is only 5 per cent of overall listening then if you've got 
a certain number listening online then if you're a BBC station you can calculate 
pretty how many people that would translate to on an FM listenership.  Now, we’re 
different because a number of people are listening to us online because they can’t 
hear us wherever they are.  If they’ve moved to Hong Kong their only chance to hear 
Source FM is through an online medium. 
Let me address that but I've still got that question of speech-music to ask 
you.  To what extent do you think that the existence now of the internet and 
streaming and so on has influenced what’s happened to The Source FM over 
time? 
Streaming has always been there, we’ve always had a stream alongside our FM.  I 
still think that the majority of listening happens on FM, but when our listen again 
went down last December that’s the time when I've had the most number of 
complaints about a service not being available any more.  You said that figure for 
every one person who complains there’s 10 others who feel like it, we must have 
had something in the region of 20 complaints about that service disappearing.  
That to me is a more interesting development than the small cast on internet.  That 
listen again, that function that people now want to be able to have.  Steve Foster, 
they can’t listen to him from 11 until 1 but they’d like to hear him when they’re 
jogging on a Tuesday evening.  They like his music and they like to hear him.  That 
I think is a more important development.  Having what you want when you want it 
is something that radio stations must …  It’s not such a big problem for something 
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like the BBC stations, they’ve almost got that there already apart from they’re not 
allowed to podcast music so their music shows aren’t available but … 
Say that again, not allowed to podcast music? 
The BBC stations, if you look at their podcast list they won’t have any podcast 
shows of Radio 1 or Radio 2 because the owners of the music licences don't allow 
for that to be included on a podcast. 
How do you get away with that, then? 
Ours is not a podcast, you can’t download and carry it with you, you can only 
stream it live so it’s a pause of a live stream. 
What about listen again, though? 
It’s still a pause of a live stream.  You can’t download it and take it with you, you 
have to be connected to the internet at that time of listening. 
I'm not sure I understand that.  If you say someone can’t listen to Steve 
Foster between 11 and 1 but can listen to him when they’re jogging in the 
evening … 
If they’ve got a 4G signal and they're listening through a live connection to the 
internet.  They can’t download it onto their machine and own it and keep it for a 
certain amount of time.  We hold the recording at all times, they’re just receiving 
segments of it at an ideal moment, which is the difference between podcasting and 
listening in.  It’s an important … 
It's an important distinction and one that I'm not particularly sure that I've 
understood until now.  Thank you for that. 
Let me go back to the question of speech-music.  Quite a lot of people who 
talk about social gain and the sort of thing that a community station is 
supposed to be doing complain that why is music considered to be some sort 
of a social gain phenomenon.  I don’t agree with that as it happens, I think 
that providing music for people who would like to hear it is as much of an 
important item as it is to have them being talked to.  What’s your view about 
that?  Because it does seem to me that your speech to music ratio is 
something like 70-30 or something like that? 
Yes. 
If you were sitting at the head of Ofcom and saying, I'm going to measure 
social gain purely on what people are being told, being spoken to, how would 
you react to that? 
I would have a negative reaction to that.  Music is part of a cultural production and 
there’s different genres, different economic models, behind different types of music 
as it’s produced.  And that translates into different ears being attracted to different 
types of music.  The kind of music we play on Source FM often reflects the 
background, history, cultures, traditions of the people who play that music.  A 
perfect example, the Cornish spoken word and Cornish music show, Radyo an 
Gernewegva on a Wednesday afternoon doesn’t say a single word that’s not in 
332 
 
Cornish but likewise he doesn’t play a single song that’s not in Cornish.  So, it’s 
hard to separate the social gains benefit of that programme.  One is music and one 
is word but they're both in Cornish and you have to understand Cornish to be able 
to …  Actually, that’s not true, you can get a sense of the music from the tone.  
That's quite a strong example.  Another example would be if you had a youth show 
and they played nothing but grime music on a Saturday night. That type of music 
doesn’t get aired in mainstream daytime services on any other station and that is 
important for that constituency of people.  It's the way they communicate with each 
other. They wouldn’t say much to each other with words.  You may be aware, 
teenage boys aren’t necessarily the most verbose of creatures but with music they 
express themselves.  I would have a problem if Ofcom decided to include that sort 
of ruling. 
It’s interesting you say that because my view for what it’s worth, and this is 
not about me, it’s really about you, I think that the provision of music is as 
much a social requirement of broadcasting as the provision of speech. Which 
is one of the reasons why I have a problem with Ofcom and others, BBC as 
well, who create this distinction between the two and specifically measure 
social gain and associated ideas according to the speech content.  That's what 
they do. 
Yes.  If you were going to do a radio show for the over 70s because you felt they 
were a disadvantaged group you wouldn't include heavy metal, you probably 
wouldn’t include thrash, heavy metal music. 
We should do one for the over 70s, that would be nice!  The concept is one 
which is going to have to develop.  Two things I think are going to happen but 
I'd love to know what you think.  One is the whole question of increasingly 
radio becoming an internet phenomenon and also the fact that there is going 
to be more fragmentation of the audience rather than less over the years.  Am 
I reading that about right? 
I think so.  I think that clever stations are aware of this and are working towards 
this already.  The shift on BBC Radio 1 when they got rid of Chris Moyles who was 
their most popular breakfast show presenter and replaced him with Nick 
Grimshaw, they were happy to lose a million pairs of ears.  The argument they had 
against that was they picked up a million views a day on YouTube which is more in 
alignment with their key commitments to provide a youth-based radio service. The 
old traditional media commentator saying, well, they’re not performing very well, 
they’re losing these ears, RAJAR figures are bad, well, RAJAR isn’t asking six to 14 
year olds to fill in a radio diary.  They don't need to because they can see from their 
internet, from their cookies, they follow exactly what they watch and listen to 
because they're all listening on electronic devices, they’re not turning on their old 
FM sets.  What the future holds is anyone’s guess. 
Talking about the future and drawing a distinction between what happens in 
the so-called developed world and what is happening in the undeveloped 
world, or the developing world, and I sometimes have to wonder, developing 
into what, one approach seems to be taken by the developed world in terms of 
what’s happening to community radio and another approach is being taken by 
the undeveloped world.  They are obviously much less sophisticated in their 
approach, they don’t have necessarily the same number of people who have 
access to electronic stuff and they listen mostly on little FM radio sets.  
There is a distinction there and quite a challenge.  I sometimes wonder what 
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people like you would be able to do to talk to people in the undeveloped world 
about how community radio would work for them. 
Difficult, a difficult question.  I'm not sure I have that much to say because I think 
actually radio is a fairly primitive medium and it’s most successful within those 
limitations.  The diversification of delivery modes has impacted quite strongly upon 
… Whilst I'm obviously a part of that, as a third sector community radio station I'm 
a very important part of that diversification.  I'm also very aware that having 17 
different methods by which you can listen to a station is a difficult thing to 
maintain.  You have to make sure that all of those access routes are part of your 
brand and there’s a cost attached to that.  It takes time to make sure that tune in 
radio is presenting you in a way that you're happy with, that radio player is doing 
it, all these faces of your station.  Whereas something like a simple FM transmitter 
that’s attached to a studio and then a number of people at home with wind-up or 
solar sets just click them on and they’re there, there’s a great attraction towards 
that from where I'm sitting!  I don't know that I'd have much to say about it. 
Have you heard of a phenomenon called cantennas? 
No. 
A guy in Canada or somewhere, I'm not sure, has worked out that if you take a 
can like a fruit can, cut off both ends and connect it in some way to the 
antenna and the rest of the bits and pieces, that has the capacity somehow to 
act as an antenna and a very powerful one.  It’s an extraordinary thing.  Have 
a look. 
Matthew that’s it, thank you. 
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What do you consider as a radio station your public obligations to be? 
My role as director is director of arts and community as well as being station 
manager.  For me, the community is the key word.  We are a community station 
and ever since we started that was my aim, to make us very much part of our 
community. 
What do you consider your community to be, though? 
Everybody in this whole area, all the people that we can connect with in our area.  
So, charities, schools, colleges, the police, the health service, we’ve got the hospice 
just 100 yards up the road. 
Sorry to interrupt you, what I really mean by the question is the listening 
community if you like.  You're dead right because there are these individual 
elements to it but what do you consider your coverage and listening to be, in 
that case? 
Do you mean in terms of actual people sitting at home listening, or … 
Listening any old way. 
We’re online as well.  We didn’t intend to be to start with but we quickly realised 
that although we get a seven mile radius with Ofcom, being in Cornwall a seven 
mile radius means nothing because some people a mile away can’t pick us up 
because they’re down in a dip.  Our listeners now online are from all over the 
world. 
Is that what a community station should be doing, in your view? 
Yes.  Because those who listen across the world, a lot of them have come from 
Cornwall.  And a lot of them may not have ever been to Cornwall but they love 
hearing Cornwall, they love hearing Cornish accents and they love hearing what’s 
going on in Cornwall.  That's another stream, really, of what we do. 
It’s an interesting thought because, you must forget about my view on this 
but it’s just a view that I'm gathering bit-by-bit in the course of my research, 
that the idea of what constitutes a community needs quite a lot of discussion 
and some definition.  Because some of the stations in the radio community, 
and there I go using the same word, see it as very much confined to the area 
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that they are serving. They’re very happy to have it online but they see that 
as a nice to have but not really what we’re about. 
The content of our programmes doesn’t go outside us but we do know from emails 
and texts that we receive and liking on Facebook and social media, that people are 
listening in other parts of this country as well as other parts of the world.  So, you 
have to relate to that. 
But the key thing you've just said is that your programming content is still 
driven by the fact that you are local to this area. 
Yes, definitely.  And that’s what people listening online who aren’t necessarily here 
love about it.  Because we’re bringing them a Cornish community, stories from our 
community and music and theatre and everything that’s involved in our 
community.  And charity fundraisers and carnivals, everything that goes on in our 
area we try to cover. 
The way you're describing what you do, you sound as if you’re a Cornwall 
station rather than a St. Austell station.  Because you could argue the exact 
same thing for CHBN or for the Source or for Penryth, they’re doing the same 
sort of thing. 
Absolutely. 
But they’ve got to keep themselves grounded in their communities because of 
the requirement in your commitments for social gain.  Let’s go back to social 
gain, how do you see that?  If somebody said to you, what do you mean by 
social gain, how would you describe it? 
I would describe it as people not necessarily interacting with us but people 
appreciating that they can turn the radio on or switch on the computer and there’s 
a friendly voice at the other end.  And we’re literally just down the road.  People 
drop in and say hi, they know we’re here.  And this is a silly thing, but not silly 
things to the people who lost them, we’ve found missing cats through the radio.  
Our best one was a parrot that had gone missing.  He was found in Charlestown 
and he was taken back to his owner through us. 
I relate to this very much because when I first started in radio in the UK in 
the Isle of Man we used to find cats and dogs and missing people.  We even 
found a missing convict once, actually. 
Really!  We’ve never done that. 
Let me just go back to the broader idea of social gain as described, not 
particularly well-described but described, in the legislation and the key 
commitments.  Because they've got a view about this which is doing good, 
doing good for the community.  Okay, finding cats is doing good but in a 
broader sense, I'm sorry to push you on this, but how do you see that in terms 
of the legislation? 
Well, in terms of what we do and how we see it is, as I said before, we get involved 
with the community.  And we promote things that are going on, we don’t charge 
anybody for that.  that is, for me, what it means, whether I'm right or wrong.  But 
we have had at least two people come down from other community stations, they 
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always say can we come and see your station, see how it runs and all this. Those 
two people have both said of all the community stations they've vIisted, and I'm not 
saying they've been to any more in Cornwall, we’re probably the closest to the 
border so they came to us, we are more community-based than any other 
community station they've been to.  And both of them said they are on community 
stations that they don’t regard as being as community-driven as us. 
That's interesting because, as you know, I'm investigating three community 
stations down here and I don’t mind saying which they are because you know 
anyway … 
I do.  We all work together anyway. 
Yes, you do work together.  Now that some months have gone by I'm picking 
up the differences which is fascinating.  Because there are differences. No two 
community stations are the same. 
And you wouldn’t want them to be because then it would be a formula, you've got 
to have this kind of programme and this kind of presenter.  We’re all different. 
Given that you've got to comply with the legislation and the regulations, how 
do you go about doing that, formally? 
That's a tough question because it’s just evolved.  I know what we have to do so I 
just make sure we do it.  It’s hard, I can’t explain that one.  I honestly can’t explain 
that one, John, it’s instinct. And that’s what I mean, I am community-driven as a 
person because I do a lot in the community anyway. 
Let me try to restate the question, then.  If you had a form to fill in which I'm 
pretty sure you do - the expression on your face I can’t capture on the 
recording but I can see it myself … 
I'm sure you've seen it before from the others! 
Many times.  The obligation is that you are required to report to Ofcom on 
what you're doing so that they can say, okay, this station is doing what it’s 
supposed to be doing.  How do you go about that? 
I list absolutely everything we’ve done in the last 12 months.  So, wherever we’ve 
gone out and helped a charity by doing an outside broadcast, wherever we’ve gone 
out and done fundraisers, wherever we’ve been part of a community event. 
Whatever that is that’s part of our community and bringing us the community, so 
the community coming to us, which they do on a daily basis, I just list it and say, 
this is what we’ve done. And every year they seem happy because they never tell me 
off. 
How many years has the station been running now? 
We trialled in 2006 and we went on air full-time in January 2007. 
So, for eight years now or thereabouts, your key commitments have been 
approved every year? 
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Well, I suppose because they don’t come back and say …  They never say, that’s 
very good, they just don’t come back to us.  As long as they don’t come back and 
say, right, okay, I just assume we’re doing fine so we'll just carry on. 
Let me ask you about commercial content on the station.  Do you have 
commercials for local firms? 
We do, hardly any. 
How do you go about getting them? 
Some come to us.  One of our volunteers who came on board about 12 months ago 
is really good at going and knocking on doors.  However, we still hardly have any, 
probably about five. 
I wouldn’t count that as being too bad from what I know about other 
community stations, by the way.  As long as they stay on board it all helps. 
What is your view with regard to having commercials on a community 
station?  
I don’t like them. 
Why? 
I just don’t.  I know that we have to have them because it’s money that helps us 
but it puts us under a lot of stress to actually go out and get advertisers.  Then we 
have to keep on top of it.  Ours are invoiced every three months.  Then we have to 
go back at the end of 12 months and say, are you going to renew and we keep all 
our fingers crossed that they are.  But commercial radio is the place for ads, 
commercial television is the place for ads, and I don’t think community radio is the 
place for them.  I think that we should all receive more funding.  The government is 
giving so many more licences, which is fantastic, but radio stations, community 
stations, are closing every week because they just cannot …   It's the money, they 
cannot keep it up. 
As you know, there is the Community Radio Fund.  That fund is administered 
in a way that doesn’t help you or anybody else very much does it? 
No!  Sadly it doesn’t.  We had some funding the first year, we haven’t managed to 
get any since.  We’ve now got a joint bid in with Matt at Source FM so we’re hoping 
good things will come of that but we don’t know. And it’s a lottery. There are so 
many people chasing the same small pot of money. 
Do you record your commercials inhouse? 
We used to have a chap who had his own company so he used to do them.  But 
now he’s gone we do them inhouse and we just do them ourselves.  I'm not 
comfortable with them. 
I was going to say, who writes them, and I suspect it’s you? 
I haven’t done one for a long time because we haven’t had any new ones on board.  
They’re very basic, our ads, they’re not all-singing, all-dancing. 
Nor should they be. 
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No, exactly. 
You probably know that there’s been some recent suggested changes to the 
community radio regulations regarding commercial limits.  Because at the 
moment it’s 50 per cent of whatever it costs you to run the station and you 
can’t bring in more than that in terms of advertising.  Now they're saying 
we’re going to change that and it’s going to be a maximum of £15k a year.  
What is your reaction to that change, if any? 
I haven’t really got a reaction to that, John, because we’ve never raised £15k out of 
advertising, ever. 
I don’t think anybody else has either. 
No, exactly, so they're changing it but it’s not going to have any effect on any of us.  
We’re all, I don't know any community station that gets that kind of money, ever.  
It's a non-starter, really. 
I can tell you this, that the average figure reached over all the commercial 
stations in the UK, never mind 50 per cent, it’s 29 per cent.  I've got a 
number somewhere and the transcript of this interview with you will remind 
me to go and look for it as to where that £15k limit comes from.  But it 
doesn’t seem particularly meaningful to me. 
No, it’s not. And it’s almost as if it’s a bit of legislation to go, oh well, if we say they 
can now get this much funding from advertising then that will give us some 
brownie points.  But that’s almost as if they've gone, what can we offer them, when 
actually they're not offering us anything. 
It does seem that way.  You’ve partly answered this question already.  How 
often do you have to report to Ofcom on what you're doing? 
Well, they’ve changed that, which was helpful.  I can’t remember how often it was 
before but we don’t have to do it so much now.  I can’t remember off the top of my 
head, John. 
But it’s less often than it was? 
It’s less often than it was, yes. 
It’s not just once a year, is it? 
I think it might be but I'm sure I used to have to do it twice a year. 
That's not a problem, I’ll look it up. 
If you can. 
Not to worry, you've got enough in your head anyway.  Because one of the 
complaints, which I'm sure you share, is that any radio station in the UK 
really has to have so much paperwork to cope with. 
Yes, and when you think about it, with the community stations none us here at 
RSAB are paid, we don’t even get expenses.  And when the majority of us is in full-
time employment because you have to be, it’s very hard to then keep on top of a 
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mass of whatever is coming through from Ofcom or the PRS or wherever it’s coming 
from.  It’s really hard to keep up with all that.  What you really need in an ideal 
world is, I don't know, four fully-employed people that would have those jobs and 
say right, that’s my job and I'm going to do that.  But we haven’t got that luxury 
and I don’t suppose any of the others have either. 
Alternatively, cut down on the amount of paperwork you've got to do. 
Well, that would be good but that’s from their end, not mine! 
Indeed.  Just refuse to do it! 
Ah, well, that would shut us down instantly. 
Do you see your primary job as making the station available to people who 
have got something to say, or do you see your primary job as acquiring and 
keeping an audience? 
Both.  Giving people a platform for whatever they want to say, whether it’s about an 
illness that somebody’s got and they're trying to raise money, or like one of my 
guests this afternoon, she’s written a play that’s based in Pentewan from a true 
story.  If you give those kinds of people a platform to come in and talk about it 
you've then got the listeners engaged with each thing.  My guests on Wednesday 
afternoons for theatre, I look for guests that I know are going to draw in listeners.  
And any guests I put on Facebook, on Twitter, so that whoever is out there will go, 
oh, I want to listen tonight because so and so is on.  Or, they’re playing this kind of 
music tonight, I want to listen to that. It works both ways and I don’t think you can 
prioritise one above the other because you’ll get the listeners if you get the right 
people speaking. 
In contrast to, let’s say, Source FM, for example, there they have, as you 
probably know, the number is extraordinary, something like 90 different 
presenters over the course of a week.  Now, you don't, you have a more block 
programme style.  When it comes to giving people a voice they have to fit into 
an existing programme in some way, is that right? 
Unless we’ve got a space …  We’ve got new volunteers coming on board all the time 
so we train them and if they get to a point where they’d like to present a show and 
we’ve got a space we will give them a show.  But guests, if they don’t necessarily 
want to do a programme but they've got something to talk about, then I will book 
them on the show that I think fits in with what they want to talk about. So, we’ve 
got regular breakfast show visitors.  We’ve got a lady comes in every month from 
the library and she says what’s going on in the library. We’ve got the police coming 
in.  We’ve got another chap comes in and advises on finances. They are regular 
monthly guests and the listeners know when they’ll be coming in and then I put 
that on the website with what their topic is this month or whatever. 
How do you cope, then, with somebody who arrives at the station and says, I 
want a show.  I want to do a series of programmes, not just be guest on one of 
them.  How do you go about …  Well, I suppose you have to almost say sort 
the wheat from the chaff here? 
Well, first of all it does put a lot of people off when I give them the paperwork 
because obviously they’ve got to sign a lot of paperwork.  And they’ve got to comply 
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with our insurances, etc.  That puts some people off.  They don’t want to do 
paperwork, they just want to come in and be on the radio.  They soon disappear.  I 
suspect you've probably had the same answer from the others. 
Yes, very similar. 
Sometimes they’ll do the paperwork and send it in.  I've got one now that I've been 
waiting a month.  He sent me the paperwork and I've met him and it’s all good and 
I've said, right, now you've got to come in for the training, but he won’t commit to 
the training.  If they won’t commit to the training there’s no way they're ever going 
to go on air. 
Over the course of a typical week, how many different presenters have you 
got? 
Gosh, probably 30 and they're all regular.  I might have to check that number.   
It's all approximate and absolutely fine.  I've got the numbers anyway from 
other sources so not to worry about that.  But just to recreate that contrast 
between you and SFM, for example, yours is a block style, day part style.  I 
don’t mean this quite the way it’s going to come out, more like the 
commercial stations’ format than, for example, the Source FM’s format. 
Even more like the BBC.  I know we’re not but we’ve got our regular programmes 
with our regular presenters and if one of them is ill or away or for whatever reason 
can’t do his or her show, someone will try to cover it.  And if it’s a specialist show, 
say, Ready Steady Mod on a Tuesday night, that is very much a specialist Ska, 
Northern soul, mod programme, nobody wants to step up and go, yes, I can do that 
programme.  They will come in but they will do their own programme.  They’ll just 
play music just to fill that three hours when Ready Steady Mod can’t go out. We all 
love music but we’re not knowledgeable like Martin.  And other specialist shows 
like the poetry, any health programmes, you need the people who regularly do that 
and are committed to that. 
What do you do if someone can’t come in, how do you cover them? 
Well, if we get enough notice, they’re on holiday or their shifts have changed at 
work, we do try and we’ve got somebody who sends out the list for cover - this is 
what we need this week.  But obviously there might be an accident or an illness 
and it will be, ah, I can’t do my show this afternoon.  We might be lucky.  If I'm free 
I’ll come and do it but if somebody else can do it we’ll do that.  But sometimes we 
have to resort to the overnight player and say sorry, it’s one of those things. 
Automation? 
Yes. 
What would we do without automation?! 
When it works. 
Do you actively say to your listening public, if you want to be on the radio 
come and talk to us? 
Yes. 
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You do? 
Yes, that’s actually on our What’s On guide. At the top we’ve got announcements 
like that, so like, we’re still looking for volunteers for RSAB, if you'd like to get in 
touch, if you're interested, get in touch. 
And that’s a kind of blanket, get in touch.  It’s not saying, if you want to 
present a programme, get in touch? 
No, because not everybody wants to present a programme.  We’ve got one lady who 
only wants to help if we do outside events, that’s fine.  And then we’ve got Ed who 
you've met.  He came in and wanted to work with computers.  He’s very good with 
computers on the technical side so we were desperate for him.  He didn’t want to do 
a show, no, was never going to do that.  Very shy, didn’t want to do that.  What we 
do as well is everybody, absolutely everybody, has to learn how to create and write 
the news, how to read the news, how to put the What’s On, the weather, the traffic, 
they have to learn that before they’re ever taught the desk. 
Can I just ask you about news? 
Yes. 
How much news do you do and how often … 
Every hour. 
Talk me through the news component of the day’s programme. 
The first news goes out at 8 and then it’s every hour until 6 in the evening.  
Because after that we’ve got the specialist music shows and you can’t expect them 
to be looking online and seeing if there’s anything happening on the news.  I don’t.  
I'm very lucky, I've got Ed on Wednesday afternoons and he comes and updates the 
news for me because I've got a theatre programme that’s full on with guests. And 
research because I do all that myself I haven’t got time to do the news so, bless 
him, Ed does it for me. 
What would a typical newscast of RSAB consist of, then? 
We try not to make it massively long and boring.  You've probably seen our notices 
in the office saying, focus on local Cornish news. Sometimes there isn’t any so 
you've got to do the national news but this afternoon, once the Chancellor had sat 
down we had to put that in. 
Why do you think it’s necessary for a local community radio station to do 
news at all? 
If people are listening to RSAB, and we’ve got a lot of listeners who only listen to us, 
we’re their news as well.  But we give them the local news as much as we can.  
Today I had a bit about the Chancellor, we’ve also had a press release from Eden.  
They've just won an amazing tourist award for a green visitor experience so that’s 
gone in the news.  But we don't make it long.  Usually it might be four and we don’t 
put massive stories in. 
Three or four minutes at a time? 
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Yes, sometimes we can do it in, say, three.  It’s just snippets of news that I think 
people want to hear.  I don’t like massively long news. 
What about weather? 
We keep the weather updated, yes, because in Cornwall that changes every five 
minutes.  I've sat in there and read out it’s a gloriously sunny afternoon at 4 o’clock 
and I've left here, and this is in the summer, and it’s absolutely pouring with rain 
and I say, when did that happen?  As I left the studio it’s just happened. 
They say the same thing in Scotland, if you don’t like the weather just wait 
for five minutes!  When you ask people to come and do stuff on the station as 
volunteers, all kinds of volunteering, is the demand exceeding the supply?  
Are there more people than you need? 
No. 
Never? 
No.  Because people get sick, they have things happening at home, they have 
things happening at work.  We're always, always glad of more volunteers.  But the 
time slots we’ve got for our shows, I think we’ve currently got one permanent space 
that we’re in the process of filling.  I wouldn’t want to add any more programmes to 
the schedule than we've already got.  So, where there’s a gap at the moment I'd like 
to get that one filled but I wouldn’t necessarily extend to make more programmes. 
When do you typically start the automation at the end of the day? 
10 o’clock at night and that runs to 7 the next morning. 
Very typical of most community stations.  But you do stay on the air? 
Yes. 
Is the automation set up in such a way to just play music right throughout, or 
do you have station IDs going out at the same time? 
No, it’s just random music, that’s one of the problems.  We will get that sorted but 
it’s just one of those issues …  The guys that do it, our engineering, are really, 
really busy and it’s more important to keep …  Because all our equipment is 
crashing and burning at the moment and we’re in the process of fundraising and 
goodness knows what else. It’s more important for them to keep what we’ve got 
going rather than think, oh, we’ve got no station identity going out.  That's like a 
secondary thing. 
The reason I'm asking you is it just takes it back for a moment to the 
beginning of our discussion about people listening overseas because of course 
it’s not always the same time of day as everywhere else.  Someone listening 
who might be hearing what we are putting out as automation in the middle of 
the night, it might be the middle of the day for them.  If you want to make 
sure that they know what they're listening to, to me I would make putting IDs 
on the automation something of an important issue, actually. 
But, it’s the time of the volunteers.  This is what I was saying about if only we could 
pay people.  An engineer full-time paid would be on my wish list.  In fact, that 
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would be top of my wish list.  It’s really hard. They've got lives, they've got families, 
they've got work, the car might break down.  I always feel I put far too much on 
them but I've got no option. 
This is going to be almost my last question.  Why are you doing this? 
[She laughs]  I don't know!  No, I do know.  I love it.  I love it.  I love my community, 
that’s where my heart is and I love what I do.  And if I can, you know, if we can 
train people and get them on the radio, have them communicating …  We’ve got a 
lovely listener, Joan, who lives at Tywardreath and I know she won’t mind me 
telling you this.  She’s blind, she’s housebound, and we’re all her friends and I've 
never met her.  I keep promising to go and meet her.  A lot of our presenters know 
her, we send her a Christmas present, she sends us a Christmas present. That to 
me is why we do it.  Not for the Christmas present but because we know she’s there 
and we all know her favourite music and we’ll play her a track because we know 
she’s listening.  That's why I do it.  And when we can go out and get into the 
community and get their feedback and help the community.  I thrive on helping the 
community. 
I'm asking you this question in particular, and I've asked everybody I've 
spoken to the same question, but I'm asking your in particular because I know 
just about enough about your life to know that you are a 48 hour person per 
day.  I think, why does somebody who is so busy outside the station put all 
this free time into it?  But you've told me the answer so I won’t press that. 
I just love it.  And I'm Cornish, spent most of my life in St. Austell, grew up in 
Fowey. What’s not to love about our community.  And I know we’ve all got hard 
times and St. Austell in particular has had a really tough time, but I see RSAB as 
helping the town get out of that.  Because I won’t have anything negative said on 
air about our area, I really won’t.  We might have a news item that’s bad about St. 
Austell, we’ll do it, we'll get over it, but I won’t have discussions about how terrible 
St. Austell is, I just won’t. 
Let me just ask you one final question about audience research.  I imagine 
that in common with pretty much all community stations you don’t do 
quantitative research because you can’t afford to. 
No. 
What about qualitative research, do you do any at all, or do you just rely, and 
I don’t mean that to sound pejorative, it’s not meant to be, do you rely for 
feedback on people who get in touch with you through social media?  How do 
you go about that? 
What you've just said, really.  When people contact us.  I can’t remember the last 
time we had a complaint.  People don’t complain about us.  And I think it’s because 
we’re friendly and upbeat.  I don’t enforce a play list because I think everybody 
should be allowed to play whatever they like so I won’t have a play list.  But at the 
same time I want a positive spin and if you haven’t got something good to say about 
our area then please don’t say anything.  But they all know that and I think that’s 
part of my job as well, we’re a community station and we rate our community, for 
whatever reason. 
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Just going back to the pure numbers game, do you have any indication at all 
as to what kind of listenership you've got here? 
No, it’s hard because we know we’ve got factories listening, we’ve got taxis listening, 
we’ve got pubs listening.  But on actually listening on the radio we’ve no idea. 
I know what Matthew Rogers at SFM does, he does a count of hits on the 
website, in other words, on the streamed hits, and he reckons, and I don't 
know where he gets this from and I've tried to find out and I can’t, that any 
10 hits on the website corresponds to 100 people listening.  In other words, 
one to 10.  One hit equals 10 people listening on FM. 
I've heard that but I don't know where it came from and I don't know how true it is. 
No, nor do I. 
And I should be able to tell you the number of hits we have but we’ve got a new 
website and the guy who set it up - I was actually at a breakfast meeting with him 
recently talking about RSAB because the Chamber of Commerce asked me in to 
talk about the radio - and he said he was really, really impressed with the number 
of hits we get on the website. Because he was trying to persuade members of the 
Chamber of Commerce to advertise with us.  I can’t remember what he said that 
number was. 
What interests me is this, and by the way, I think they’re doing this at CHBN 
but I'm not totally sure of my ground here.  They’re actually using the website 
as an advertising medium.  So, they sell time ads on the website rather than 
selling them on air because they don’t do commercials on air at CHBN at all. 
Oh, don’t they? 
No, so the only advertising income they get comes from the website.  I 
commend it to you because I think in many ways that is the way that 
community radio could get out of the trap of having this constant pressure to 
try to find ads on the air.  Just think about it because it might be a way to go.  
And it’s easier to do, by the way. 
It’s got to be easier than the way we do it. 
It really is the easiest way to do it.  Sheila, thank you very much. 
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What do you consider the public service obligations to be for CHBN? 
Our public service obligations as far as I see it is to entertain, to inform and to 
educate.  In our particular case it’s because of the way our key commitments are 
written and because the emphasis is on the topics of health and wellbeing and 
lifestyle. 
How are these expressed for you in terms of, first, whatever the regulation or 
legislation says, and second, what you yourself lay out as obligations that you 
like to follow internally? 
We’ve got the key commitments document which we had to write as part of the 
application.  In that we made a point of making sure that we had an emphasis on 
being able to provide an entertaining service, to be able to let people know what 
goes on in their community, what services may be there to help them either now or 
at some point in the future.  But also with the key commitments document we 
looked at what we needed to do in terms of demonstrating how we worked with the 
community and how we involved the community.  We see the benefit of being not 
just for helping our listeners but also we feel that we bring a lot of benefit through 
the nature of what we do to the people who are involved in the station.  So, either 
involved in the programme making or other different aspects behind the scenes. 
Apart from the obligations set out in the key commitments and the various 
other formal documents, do you have any formal document that sets out what 
you think CHBN ought to be doing? 
In terms of the day-to-day policies and procedures we have a document for that.  In 
terms of the actual nature of the station and what we do we probably use the key 
commitments document as the basis for that.  We've got a broad tagline and blurb 
that we use for instance on the website to let listeners and members of the public 
know, but really in terms of what we do, particularly now that we’re community-
based, we’re quite driven by looking back at that key commitments document.  But 
of course then looking as we go along at other things that come up, other 
opportunities that we feel may help enhance the service and help deliver that 
entertaining service and that informative service.  And really the key commitments 
document, that was written in 2011/12 time - I'm just trying to think, it was before 
that, actually.  We got the licence in 2012 so it would have been 2011 probably.  
We’d written this key commitments document and of course, at that point we were 
doing it not really knowing what was ahead.  We were careful when we did that to 
make sure that we didn’t make it too specific and tie ourselves down too much.  
And there are even some things that we do, the bits that we did tie ourselves down 
on, we think, in hindsight would we have worded that differently, or could we have 
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done that differently.  I know that ultimately we can change that if long-term it 
becomes a problem. 
Paraphrasing what you've said, the key commitments document is there to 
tell you what you are supposed to be doing.  But, given that you wrote the key 
commitments document yourselves anyway, that almost serves as an internal 
set of obligations that you've set yourselves.  Would that be about right? 
I would say that’s exactly right, really.  Ultimately, it wasn’t something that was 
inflicted on us, we wrote the application, we thought long and hard about what we 
wanted to do and that was how we ended up where we are now. 
Given that you spent 30-odd years as a purely hospital radio station on a 
closed circuit, when you came to make an application for a wider service, 
because you now serve the whole of Truro plus environs on FM, how different 
would your approach have been with that background, from, say, people at 
RSAB, the St. Austell Radio, or virtually any of the other community radio 
stations around and about? 
That's very interesting.  For me that experience was invaluable and helped us when 
writing the commitments and putting the application in to make sure that we 
weren’t over-committing and over-stretching ourselves.  It’s a difficult balance when 
you're putting the application in.  You want to make sure that it’s a substantial 
application that will deliver obvious gain to the community but at the same time 
you don’t want to be promising the earth and then not being able to deliver it.  
Again, having the experience of the hospital radio service gave an appreciation of 
the amount of work that’s involved on a day-to-day basis to do that side of things.  
Clearly, there have been some changes to the service and we’ve had to change some 
of the things that we do, but my argument always is that we are still a hospital 
radio as well.  And I feel that the service that we’re delivering now, being that we’re 
in a much better position in terms of programming, in terms of range of 
organisations that are working with us, etc.  For me, the patients, who are still a 
key part of our listener base, are getting a much better service than they were 
getting previously.  And certainly commitment-wise from our presenters and our 
members, we’ve traditionally had issues with people perhaps not turning up for 
programmes and not telling us, yet I can’t put my finger on exactly what it was, but 
since we’ve been on FM that has dramatically improved.  It’s almost like being on 
FM has stepped everybody up a notch in terms of their professionalism, I suppose, 
to what they do. 
It almost sounds as though you're saying we became a proper radio station at 
that point. 
I'd always argue that even though previously we were a hospital radio we were still 
providing what we felt to be a professional service.  We were running it like a proper 
radio station.  But like you say, ultimately there has certainly been a change in 
perception by our people within the team and I'm sure by people outside as well, 
really. 
In the key commitments and, indeed, the legislation, community radio 
stations are very specifically asked to explain how they will create social gain 
for the communities they serve.  What do you see as social gain in terms of 
what you're providing? 
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It has a multitude of aspects.  In terms of the health and wellbeing side we hope 
that we can let people know about services that are available to them either within 
the hospital community, or within the wider community.  Something that may be 
able to help them either now if they’ve recently been diagnosed with a long-term 
condition, or at some point in the future if they or a family member is affected in 
that way.  An important factor is to encourage people in ways without lecturing to 
them to do things within their community, maybe recreational activities, sporting 
activities, or cultural activities which may help improve their lifestyle and maybe 
reduce the risk of future illness or complications, and so on.  We see an important 
part to be trying to tackle those kinds of issue but without it being in a preachy 
kind of way. 
Loneliness is something that is probably not tackled as well as it could be and 
radio, and particularly the kind of ultra-local radio that we’re talking about, plays 
an important part for people who are maybe at home, perhaps due to ill-health, 
and confined to the house or who maybe don’t go out that often.  To be able to 
provide that lifeline and that connection with their community, and that enjoyment 
and something to look forward to is an important part that really shouldn’t be 
under-stated with what we do and, indeed, any of the other community radio 
stations.   
It’s also a case that we can hopefully help the local businesses through the 
advertising by promoting what they do for people to support local business within 
the Truro community.   
Voluntary organisations, to give them a platform to let people know what they’re 
doing and how other people may be able to help them by volunteering.  And as I 
mentioned earlier, there’s the aspect of helping our own volunteers.  There may be 
people who haven’t done something like this before, maybe haven’t got a great deal 
of confidence, maybe aren’t particularly good public speakers,  Well, it gives a real 
opportunity to try something different. Of course, with the radio there’s a multitude 
of aspects you can get involved in. 
Indeed.  If you compare what you're doing at CHBN and what Matthew Rogers 
is doing at The Source FM, his orientation as far as social gain is concerned 
seems to be putting people in front of the microphone. That's how he sees 
that he is fulfilling his social gain objectives.  I said to him without disguising 
my cynicism if you like, that he didn’t seem particularly bothered about 
whether people were listening or not. He said, it’s not quite that bad but yes, 
bringing people into the studio to do their thing is what he sees as his 
fulfilment of social gain.  Now, I don’t think that you see it quite the same 
way, do you? 
No.  Don’t get me wrong, I'm not anticipating that we’ve got 4.5m listeners exactly, 
but I see what Matthew is saying and I think helping our own volunteers is one 
very important aspect, and it is very important, but it’s not exclusively the aspect.  
And ultimately we’ve got a licence to serve and to provide a radio service for the 
community of Truro.  How many of those people will listen?  We can’t hold a gun to 
everybody’s head and say, you have to listen to CHBN but ultimately we have to be 
doing what we can to provide a service that is entertaining, informative, and 
provides that reason to listen and perhaps something to take their mind off what's 
going on in the rest of their lives.  I don’t get too hung up, I suppose, on the 
numbers of people that are listening because it’s impossible for us to tell that in 
terms of the FM side of things. 
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That's interesting because I've just come across a very interesting article by a 
radio academic by the name of Dr Jamie Gordon at Bedford University who 
has proposed a way in which community radio stations could actually 
measure their audiences more accurately. I put this to Matthew Rogers and 
he said, yeah, kind of, so what, because he doesn’t really care too much.  At 
the same time, and this again draws a distinction possibly between what 
you’re doing and what they’re doing, he is trying to make as much of his 
commercial opportunities as he can.  Whereas I get the distinct impression 
from listening to CHBN that you don’t really do very much by way of 
commercials on the air, do you? 
Well, we’re actively seeking other advertisers and we want to do that but ultimately 
the bottom line is because we’ve got no paid staff, because we’re in a fortunate 
position in terms of the premises we’ve got are paid for and the equipment is in 
existence, our running costs are probably substantially lower than a lot of other 
community radio stations.  We thought long and hard about whether we pay a 
station manager and whatever and decided against it because of the additional 
burden it would have put us under.  I've seen so many cases of stations that closed 
for financial reasons.  Commercial and the advertising side is important for us but I 
suppose ultimately the figure that we’re trying to arrive at is probably somewhat 
different from a lot of other stations. 
On that very subject, Ofcom and the DCMS, the Department for Culture, 
Media and Sport, have just issued a consultation document about the whole 
forward movement of community radio in particular.  One of the changes that 
they look to make is to take away the 50 per cent ceiling on the amount of 
money a commercial radio station may take in in advertising to cover its 
cost. 
And they’ve done that for us for our licence. 
And now they're saying we’re going to change that and make it £15k as a 
limit.  I frankly don’t understand why they've done that because my 
information is that no community radio station anywhere in the UK gets 
more than absolute maximum 29 per cent of its running costs covered by 
commercials anyway.  It’s not something that’s going to make a hell of a lot 
of difference to you, is it? 
In terms of our annual expenses for running the station it would come nowhere 
near that £15k anyway.  Our licence has been changed to remove the 50 per cent 
thing now but it wasn’t particularly an issue for us before.  I suppose it’s a welcome 
change but it hasn’t made a huge amount of difference for us. 
When we talked before in my abortive attempt to record an interview with you 
said some very interesting things about compliance and the extent to which 
you spend what you almost described as too much time bordering on sleepless 
nights making sure that you comply.  How do you position that? 
The compliance thing is something that I take very seriously because I realise how 
much work is involved in actually getting the licence.  And we on the committee see 
having the licence as a privilege that’s afforded to us to be able to do that.  
Therefore, even before we launched we were really hammering home the 
importance to our presenters and to the people who work on air about the 
compliance aspect.  Simply because we wanted to do everything we could to ensure 
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that we weren’t in breach of the broadcast code.  We knew the consequences of it 
and from a publicity point of view it’s not ideal when your name is plastered over 
the Ofcom bulletins for things that you've done.  We haven’t been in that situation 
but the amount of work that’s presumably involved in having to respond to 
complaints that have gone via Ofcom and come back to you, and having to provide 
the recordings and investigate and explain the reasons why.  For me, the 
compliance is something that we’ve taken very seriously.  Somebody who is 
involved in another community station suggested before we launched that you 
make your presenters borderline worried about the compliance side of things.  We 
put together a document detailing the key points and pointing people to the full 
document which I'm sure they've all read, but we wanted to do everything in our 
powers to make sure that we didn’t get complaints.  Touch wood, up to now we 
haven’t had any complaints.  We’ve had feedback about certain programmes that’s 
come direct to us and that’s fine but we haven’t had any complaints from Ofcom 
and I want it to stay that way.  We do hammer home the compliance thing and we 
get everybody to sign an agreement that they’ve read once they’ve completed their 
training and for me that’s why I wouldn’t feel comfortable with anybody just 
wandering into the studio and starting to present a show, really without 
understanding the consequences of them saying the wrong thing. 
Interestingly enough, and this is not necessarily the case in the UK but it’s 
certainly the case elsewhere, community radio is often looked upon as being 
alternative radio.  Deliberately provocative, deliberately anti-establishment, 
deliberately a little bit out there on the edge because none of this is possible 
with the massively heavily regulated both BBC and commercial radio sectors.  
I don't know that there are too many community stations in the UK that are 
out there on that edge.  I don’t think there are because the 22 page document 
that ties you down pretty much entirely precludes that happening. What’s 
your feeling about being a bit more provocative, a bit more challenging to the 
established order? 
I wouldn't be averse to that if the structure was there to support it.  My 
understanding of the way we stand in terms of the broadcast is that we’re bound by 
exactly the same thing that ITV and the BBC, the national commercials and so on, 
are.  That doesn’t leave us a lot of room for manoeuvre.  It would be nice not to 
have to worry about that side of things so much but there has to be a line.  Where 
that line is I'm not sure because the other consequence of saying or doing things 
that you shouldn’t do on radio is not just the shame of having a complaint and 
having to investigate it, but it’s also the fact that you're potentially going to lose 
listeners. 
Or possibly gain them? 
Maybe, yes.  But again, it’s this line I suppose, which side of the line you're on.  If 
things were to be relaxed probably our presenters would need, well, not need but 
probably would want guidance to know what side of the line, what is acceptable 
and what isn’t. 
How far to go. 
Exactly. 
Let me talk about something more specific.  Do you see it as part of your 
remit that you should be doing things very specifically for certain sectors of 
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the community like, for example, the blind?  I've just recently learnt of an 
amazing radio station in Australia and I gather it’s now a chain of stations.  
They call themselves something like radio for the visually impaired and that 
becomes an acronym of something or other.  They bring people into the 
studio every single day and they become the newspaper of the air, they read 
what’s in today’s newspaper.  It’s a station that’s dedicated to doing just that.  
I don’t suppose that in this country there would be much room for a station 
like yours to do something of that kind, or would there? 
It’s the kind of thing that would be extremely beneficial for a lot of people.  I 
suppose at the moment if something like that was to perform part of the 
programming then rather than it being necessarily a service of its own that would 
do that, it would have to be integrated into our schedule.  Rather than it being 
something that was once a day, for instance, it might be something that we’d have 
once a week.  With all of the programming we’re trying to make sure that at some 
point through the week we’ve done something to appeal to as broad a range of 
people as possible.  We appreciate that not everybody is going to like everything 
and every programme but we hope that there will be something that will be of 
interest to people throughout.  And also the important thing is that we see it as an 
evolving process.  We’ve got new things that come along all the time and if a new 
opportunity was to come up like that we’d certainly be the kind of station that 
would be looking to see how we could integrate it.  I couldn't necessarily tell you, 
for instance, what other ways we’ll be helping the community 12 months from now.  
The way I see the key commitments document is being a sort of minimum level of 
service if you like, or a certain level of expectation.  We probably spend a little bit 
too much time going back and checking that we’re meeting those commitments.  
There are other peripheral things that have been developed since which I feel do 
help towards providing an entertaining service and probably do indirectly help one 
or more of the social gains.  It’s not directly ticking one of those boxes but to my 
mind it’s still something very valuable. 
Indeed.  Would you like to see the constraints, and I'm putting that very 
generally, upon community radio substantially relaxed so that you could do 
more things that you really think you ought to be doing? 
I've been thinking about this since we last spoke because of having the experience 
of being a registered charity as well with the hospital radio side of things.  With 
that you have your aim and you have your objectives and yout aim is your two-line 
thing which will give your brief overview of what the charity should be doing.  And 
your objectives in our case are just five or six bullet points.  Really, I think that’s all 
that should be required for community stations.  I'd like it to be very 
straightforward.  Clearly it’s got to tick certain boxes in terms of legislative matters, 
but it really should be very, very straightforward, very simple, so that it gives 
people the flexibility to be able to go above and beyond that and be able to go off in 
different directions if it seems appropriate.  And ultimately still providing a service 
without having to go back and constantly make sure you're ticking one or more of 
20 boxes. 
So, the short answer to my question was yes. 
I'm not into short answers as you can tell! 
I have a lot of sympathy with that.  Unfortunately, I think community radio 
in this country has had to position itself from a legislatory and regulatory 
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point of view against what’s there already.  You never start off with a  clean 
slate when you start a new tier of radio, it’s always, what’s there now, how do 
we do differently what they're doing already.  Because of that, a lot of the 
constraints, the shackles, that are placed upon community radio are shackles 
as seen in terms of what other tiers of radio are doing.  Like you, I'd really 
like to see that relaxed a bit. 
How do you publicise the idea that if anybody has got something they really 
are burning to do on radio they should come and talk to you? 
At the moment we’ve got our website and we have a piece in our magazine that 
encourages individuals to join us and to help volunteer and help on the station in 
that respect.  In terms of organisations or groups, we try to promote through our 
magazine, also through the website, and on air.  One of the things that we’re 
looking to do hopefully in the next few months is directly invite organisations to 
come in and take part in a programme and maybe have an hour’s slot where they 
can do a programme that covers topics that they would like. At the moment it’s 
broadly through the website and individual approaches where we have people 
maybe on a monthly basis that would come in. 
Picking up that point, and forgive me if I continue to make a contrast 
between you and The Source FM, because you are two very different stations 
in many ways, they see it this way: if somebody has got something they want 
to do or say or play they give them an hour or an hour and a half to do that.  
Your approach to it is we’ve got day part programmes that run for whatever 
number of hours it is per slot, if you want to do something you've got to do it 
within those slots.  Is that a reasonable description? 
Yes.  I suppose the idea we’re looking at is whether we do maybe something along 
the lines of what you’re saying with The Source.  Certainly at the moment that’s 
only going to be once a month or something like that perhaps.  The station is open 
house in terms of encouraging organisations or people to come in and promote 
their activities or let us know the details so we can promote them.  But as you say, 
the majority of the time it’s structured amongst the programmes that are already 
there and it’s probably led by us in effect. 
Let me ask you about the relationship between music and speech because I 
get the clear impression in talking to people in radio generally that they class 
music always as the entertainment component.  Whereas I've got a feeling 
that actually in some cases music is a social service.  What’s your comment 
about that? 
I think music is very important and we’ve had first hand experience of that with the 
hospital.  People’s mood is visibly transformed by the fact that you're playing a 
piece of music that has some kind of relevance or significance to them.  And the 
fact that somebody is hearing music that maybe brings back memories or 
childhood or particular significant events, the fact that music, maybe there are 
particular broad tastes of music that you’ve got and you take comfort from hearing 
the kind of music that you would usually enjoy.  I think the music plays a crucial 
part in being able to deliver that social gain, really. 
I'm not quite sure what the percentage would be but I would say just as an 
educated guess that on CHBN you probably are something of the order of 70 
per cent music to 30 per cent speech? 
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Yes, that’s what we said.  It was one of the things we had to specify in the key 
commitments.  Okay, there are times when we deviate from that, for instance, 
when we start doing commentary from Truro City, that’s going to be 100 per cent 
speech. 
The thing that interests me as well is looking at the key commitments again 
and looking at the legislation and regulation again, it seems to me that key 
commitments and social gain and all those lovely warm, fuzzy things are 
related almost entirely to what a station is doing in terms of its speech 
content. 
Correct. 
Which at its maximum is probably never going to be more than 40 per cent of 
the output, if not less. 
No, I agree.  It was something that never really occurred to me until you started 
mentioning it.  But it’s exactly right, all the key commitments are entirely written 
about what you do … There’s only one bit that mentions music I think in the entire 
key commitments document and that’s how much music you're playing in 
comparison to how much speech there is. 
It’s an interesting idea and something that I think in terms of the 
consultation from the DCMS at the moment I'm going to put in a fairly big 
trot about.  I think they ought to be measuring the social gain provided by the 
station in rather different ways from what they do now. 
To be honest, if I was applying for a licence now I would feel nervous about playing 
too much on that because I would worry that that would be viewed as not a very 
strong case.  And I'd love it to be a strong case because it is an important 
component but I don’t know whether the people that are assessing the applications 
have the same view as us.  And I'd be interested to know what their thoughts are, 
really. 
We’ll see in due course what their thoughts are. But purely on the basis that 
you and I agree that the way in which social gain and key commitments and 
compliance and all that stuff tends to be looked at entirely through the lens 
of speech, it would be quite nice to say we down here in Cornwall have looked 
at this and we think you're looking at it the wrong way.  It would be quite 
nice for us to be taking a lead position on it I think. 
Talking of the other stations, not the community stations, how do you view 
BBC Radio Cornwall and Pirate FM in particular in terms of competition for 
audience? 
The short answer is I don’t see them as competition.  I feel that we should be, and I 
hope that we are, providing something that’s different from what they're offering.  
I'm not anticipating that we necessarily poach listeners from any of those stations 
but I'm hoping that perhaps we encourage people that may have listened to those 
and perhaps decided that radio wasn’t for them, or that there was nothing in the 
current offering that suited your needs, to come to us.  We did some market 
research before we put in for the licence and one of the things, for instance, that 
came up was the commercial stations have got too many adverts.  There were 
certain other things that came up which helped us shape our application and 
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shape our programming to make sure that we weren't copying what the others were 
doing, that we were doing something different.  And that’s entirely as I see it, really. 
Given that a human being can listen to only one radio station at a time, 
almost ipso facto there is an element of competition.  If people are listening 
to you they can’t at the same time be listening to Pirate FM.  So, if enough 
community stations went on the air and became sufficiently popular I 
suppose the commercial station in particular would start to get worried about 
that, wouldn’t they? 
Yes, maybe they would.  Like I say, we don’t intend to be competition and I don’t 
want anybody to think that we are competition.  I see what you’re saying but I don't 
know whether community stations would ever have a significant dent in 
commercial radio listening terms.  I'd like community radio to have lots more 
listeners but I think in the big scheme of things we wouldn't necessarily be 
poaching listeners in their droves. 
I talked earlier on about the way in which community radio has been set up in 
terms of the legislation and the regulation.  One of the aspects that defines or 
circumscribes community radio is that the commercial radio lobby for such a 
long time has been saying to Ofcom, ooh, you mustn’t let community radio 
stations get above themselves because that will start eating into our audience 
and therefore into our revenue.  That is why community stations have this 
strange 50 per cent figure, for the very reason that they can see that there’s 
going to be an element of competition.  Now, frankly, from my point of view 
I've only always seen competition as a good thing anyway, so I don’t really see 
why they've got to have this terribly protectionist view.  But then this is not 
about my views it’s about yours. 
Certainly from our perspective even if advertisers were to be coming to us rather 
than go to Pirate the amount that we need to raise in terms of advertising revenue 
is a fraction of the costs of what they need to raise.  Even for the stations that have 
got paid staff you're not talking big bucks in the amount of money that they need.  
Community radio should be allowed to get whatever money it needs to keep the 
stations going and I think it’s so terribly sad to see the stations that do fail or close.  
Because I know how much work goes into running it and to building it up.  There 
will be people who have lost a service that’s important to them. 
Apart from anything else, at the moment the way things are framed for 
community radio is that they’ve all got to be non-profit organisations anyway.  
What do you suppose would happen to community radio as a whole if that 
particular condition was lifted and they said if you want to make a profit you 
can?  What do you think would happen? 
I think there’s a danger that the stations would end up turning into a clone of the 
commercial stations then.  To me, because it’s not-for-profit, obviously every 
station should be able to get what they need for their running costs.  They should 
be able to get extra if they wanted to distribute that to organisations in their 
community or to help other charitable organisations.  That should be fine, but to 
have something that’s entirely motivated at profits, there’s a grave danger that it 
could end up turning into a clone of a commercial station where you've got an 
endless stream of adverts and that was a time check sponsored by XYZ and so on.  
As far as the listeners are concerned that would probably not be a good thing.  A lot 
of what people tend to feed back to me and the others is that they like that the 
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airwaves aren’t crammed with adverts and that things are being talked about 
because they genuinely matter to the community, not because there’s potentially 
some money at the end of it. 
Final question, on the subject of audience research.  Leaving aside for the 
moment the sheer business of counting heads, how many people are listening 
and how long they’re listening for, what about qualitative audience research.  
What do you do as a station to find out what your listeners think about the 
station from a formal research point of view? 
At the moment we encourage people to let us know their thoughts through email or 
Facebook and the social media channels.  We still do the ward visiting and we get 
feedback through that means in terms of the station.  We’re working at the moment 
on a survey so that we can offer that online to people.  Plus we organise meetings 
with organisations that we work with on a regular basis and we ask them what 
they think we’re doing well, what we could improve on and other ways we could 
help develop and improve the service. 
Do you have such a thing as a listener panel, Mark? 
Not a listener panel.  We’ve got organisations who we invite along to meetings but 
not at the moment a listener panel.  Although what we’d like to do with this survey, 
as a result of that if there’s the interest there from people who would like to take 
part in future arrangements then maybe we can look to build something from 
there.  It's always quite a challenge getting feedback from people, really.  That's 
why when we do receive things, we get the cards come through the post, or we get 
emails saying they're enjoying the programmes, etc., maybe less is more 
sometimes.  The things that we do get come through are extra special because 
somebody’s made an effort in what could be a busy life that they lead to tell us 
what they think. 
The thing about any kind of research is that it only really comes into its own 
if it is tracked research so that you can follow what people think over a period 
of time.  In one way that makes it more difficult because that says to people 
we’d like to keep coming back to you X number of times a year or whatever it 
is. Which gives you a certain continuity but it also means that you get people 
beginning to wonder whether they're not being imposed upon. 
Yes.  Again, we could track that over a period of time but it’s getting people’s 
interest and making it so they don’t feel like it becomes a chore.  Because that’s 
going to start then colouring their responses as well, potentially, if they start to get 
a bit fed up with the fact that you're asking them a question every month or 
whatever it is.  It is a challenge, really.  The other thing is, we’re not necessarily in 
a position where we can offer a prize draw for a holiday or a car or an iPod or 
whatever in response for taking part in the survey so we can’t offer much in the 
way of incentives either. 
Just one quick question, have you approached the commercial stations at all and 
what are their opinions on community radio? 
The answer is that I've had a very, very poor response.  My particular thesis 
as you know is about quasi-local radio in Cornwall and the emphasis on quasi-
local and the Heart FM service is anything but quasi-local so I ignored them 
completely.  Pirate FM have been incredibly defensive.  Their approach is very 
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much like yours, no, we don’t see this as competition at all, we’re doing okay 
thank you very much, we don’t see that community radio is having any effect 
on our listenership to speak of.  It’s probably having a greater impact, they 
say, on BBC Radio Cornwall than it is on Pirate FM.  And given the most 
recent RAJAR figures that probably is true. They seem very unphased by it.  
But I tell you what, they were unbelievably defensive about the whole thing.  
They refused to do what you and I have just done, they would not do an 
interview.  The only way I could get any information out of them was in the 
form of a written series of questions which they replied to in writing.  No 
matter how many times I tried to get them to do an interview they wouldn’t 
do it.  I don't know what I'm going to get out of them but not a lot.  An awful 
lot of my research is going to concentrate on what I've learnt from you guys 
in community radio because that’s the future for local radio. 
It’s interesting, that.  I'm just curious to know.  We’ve been to Radio Cornwall and 
had meetings with them on a couple of occasions and they seem to be more open to 
the possibilities of collaborating.   
Well, indeed.  Not only that but there’s been a very formal co-operation 
certainly with The Source FM.  The Source FM did two or three hours of the 
content of Radio Cornwall recently. There was a very specifically set up co-
operation between them.  I mention that to you because you might approach 
them yourself and see what they feel about it.  If they’ve done it for The 
Source they should do it for you, too, frankly. 
Yes, definitely. 
They’re much more open about it.  Let’s face it, they've got a public service 
remit that is not a million miles away from yours, whereas the public service 
remit for commercial radio now has been so heavily diluted as to be almost 
non-existent. 
Hopefully this work you're doing will help maybe us and other community stations 
in future in some way or the other.  A little while ago Ofcom approached individual 
stations who’d recently got licences and asked about the application process.  I 
submitted my response because it was going to be put into a guidance document 
they were putting together for new applicants.  They’d taken quotes and I don't 
know how many people had responded but I'd say a good 70 per cent of the quotes 
in that document were from us!  To me, it was a lot of work to put the application 
in and particularly with our differences in terms of going from a hospital radio 
station and progressing via that route, we were one of the first to do it so there 
wasn’t really anybody we could go to for advice.  One of the big issues for us 
initially was the whole legal side of things.  As a registered charity we couldn't put 
in for the licence because it had to be a body corporate so we were figuring out 
what the best approach was.  In the end we set up a community interest company 
to apply for the licence and so on.  We were treading this path with no real support 
from others so I feel it’s important if we can to help others who are potentially going 
to be following along the same trail. 
It’s kind of you to imply that what I'm doing might be helpful. 
Thank you. 
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APPENDIX 6 
 
SOURCE FM - VOLUNTEER AGREEMENT 
 
 
 
 
FOR: John Grierson  
Carmelin  
The Lizard  
Helston  
Cornwall TR12 7NY 
 
Part 1.  The Organisation 
Volunteers are an important and valued part of the station and we hope that you enjoy volunteering with us and 
feel part of our team.  
 
This agreement tells you what you can expect from us, and what we hope for from you. We aim to be flexible so 
please let us know if you have any comments or specific requirements, and we will do our best to accommodate 
them.  
 
This agreement seeks to strike a balance between doing our best for you as a valued volunteer and our need – 
as the licence holders of a full-time radio station – to run a full schedule of programming for the benefit of the 
community that we serve. 
 
We will do our best to: 
 Introduce you to how the organisation works and your role within it 
 Provide you with relevant training that you may need. 
 Respect your skills, dignity and individual wishes and do our best to meet them. 
 Consult with you and keep you informed of possible changes to your role at the station. 
 Insure you against injury you suffer or cause due to negligence 
 Provide you with a safe workplace. 
 Apply our Equal Opportunities Policy. 
 Include new volunteers in appropriate activities. 
 
Part 2.  The Volunteer 
Volunteers agree to do their best to: 
 Pay yearly membership fees. 
 Work reliably and to the best of my ability, and to give as much warning as possible whenever I cannot 
work when expected. 
 Follow the ground rules that are set out in this agreement. 
 Adhere to any other station policies (e.g. Equal Opportunities, Health & Safety). 
 Understand that being offered a show is a privilege and not a right and that the station reserves the right 
to withdraw such an offer at any time. 
 Adhere to the Ofcom Broadcasting Code and the laws that cover broadcasting such as libel and 
contempt of court (make sure that you have read the attached guide before signing this document). 
 
Part 3.  Ground Rules 
In order to balance the needs of the station and its staff with those of the volunteer, basic guidelines are set out 
below.  Be aware that your actions as a volunteer at the station have an impact on the running of Source FM as a 
whole. 
 
The station has a duty to include new volunteers and try to give anyone in the community a chance to present 
and/or work on their own show. 
 
3. 1 Minor Issues  
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 Volunteers must sign in and out every time they are at the station 
Reason:  This is both a health and safety requirement and a requirement for funding.  If volunteers fail to 
sign in, there may be financial implications for the station. 
 
 Volunteers must ensure that all guests sign in and out and stick to the station rules.  All actions 
by your guests, including signing in, are your responsibility. 
Reason: This is a health and safety requirement.  
 
 Volunteers must inform the station manager as early as possible if they cannot make a show.   
Reason:  To enable staff to make other arrangements regarding the schedule and to book other 
volunteers in if possible. 
 
 Volunteers must not jump into “spare” slots in the schedule without prior permission from the 
station manager 
Reason:  To ensure that no volunteer dominates the schedule and to ensure a variety of presentation 
styles are evident throughout the broadcast schedule. 
 
 Volunteers must not volunteer or be present at the station for more than 15 hours per week 
Reason:  This rule is in place to prevent burn out of volunteers and to ensure that the facilities are 
available for all who wish to use them. 
 
 Volunteers must not use their programmes as a platform for their views alone 
Reason:  Whilst the station is a place for people to have a voice, Ofcom requires us as broadcasters to 
be balanced in the views that we represent. 
 
3.2  Serious Misconduct  
 Volunteers must not smoke anywhere within the building 
Reason:  Since July 1st 2007, it is against the law to smoke in a workplace. This is in accordance with 
the Smokefree (Premises and Enforcement) Regulations 2006.  
 
 Volunteers must not drink alcohol anywhere within the building 
Reason: This is a health and safety requirement.  
 
 Volunteers must follow the station’s broadcasting guidelines, the Ofcom Broadcasting Code, 
and the law as it relates to radio programmes e.g. libel, contempt of court, incitement etc 
Reason:  If you don’t, you may be breaking the law and the station could be taken off air.   
 
 Volunteers must not make comments that encourage violence or are disrespectful towards 
people on the basis of their ethnicity, physical ability, gender, sexual orientation, religion, 
political belief, national origin, race or marital status.    
Reason: Source FM aims to promote equal opportunities for all and believes that everyone deserves to 
be treated with respect, including volunteers, staff and listeners. 
 
 Volunteers must arrive at the station 15-30 minutes before the start time of any show they are 
presenting or producing 
Reason:  In order to present or produce a good show you need to be prepared. You need time to check 
that the equipment you are using is in good working order and that you have any scripts you need and 
are prepared for interviews and community read outs. 
 
 Keep all areas of the station tidy.   
Reason:  The station is a community facility which should be respected. 
 
 Volunteers must not sign out a piece of station equipment and then lend it to someone else.  
Reason: Volunteers are responsible for any equipment which is signed out by them, including loss and 
damage.  The station reserves the right to fine volunteers for lost or damaged equipment. 
 
 All volunteers must act in an honest and transparent manner at all times.  
Reason: The station operates to a standard of honesty which all staff, volunteers and participants are 
required to adhere to. 
 
 Volunteers must not broadcast any profanity during the hours of 0600hrs-2100hrs this includes 
swearing in songs or by the presenter. 
Reason:  There is a very strong likelihood that underage listeners and their families will be upset or 
offended by the use of strong language at these times of day. It may also breach the broadcasting code 
and land Source FM with a very large fine that would result in the closure of the station. 
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 Volunteers must not broadcast a discussion, which is of a gratuitous or offensive nature 
between the hours of 0600hrs-2100hrs. 
Reason:  There is a very strong likelihood that underage listeners and their families will be upset or 
offended by the use of strong language at these times of day. It may also breach the broadcasting code 
and land Source FM with a very large fine that would result in the closure of the station. 
 
3.3  Gross Misconduct  
 Volunteers must not come to the station when intoxicated (this includes alcohol and drugs) 
Reason:  If inebriated, a volunteer will not be in an acceptable state to either produce or present a show, 
or to work alongside other volunteers or staff.   
 
 Volunteers must not take illegal drugs in the station 
Reason:  It is illegal. 
 
 Volunteers must not threaten, bully, intimidate or harass (verbally, sexually, physically, or by 
other means) anyone on the premises.  Harassment may include paying people an unreasonable 
amount of attention. 
Reason:  Behaviour of this kind is anti-social and inappropriate.  If a volunteer has any issue or concern 
regarding another volunteer or a member of staff this should be discussed in confidence with an 
appropriate member of staff.  
 
 Volunteers must not use the station’s internet, email or phone for personal purposes or 
otherwise inappropriately.  Inappropriate use includes accessing pornographic, violent or other 
offensive material.   
Reason: Excessive use of these facilities results in a drain on Source FM’s resources.  Accessing 
inappropriate material may cause offence to other staff or volunteers and may be illegal.   
 
 
Part 4. Disciplinary Procedures 
We have set out the disciplinary procedures below according to the level of infringement. 
 
4.1 Minor Infringement  
The process for dealing with minor infringements is set out in three stages below: 
1. A verbal warning will be issued by a member of station management 
2. The volunteer will receive a written warning either on paper or via email 
3. May result in the immediate removal of presenting rights. 
 
 
4.2  Serious Infringement  
The process for dealing with serious infringements is set out in two stages below: 
1. The volunteer will receive a written warning either on paper or via email 
2. Will result in the immediate removal of presenting rights 
 
4.3  Gross Infringement  
The process for dealing with gross infringements is set out below: 
1. This will result in the immediate removal of presenting rights 
 
The station management will initiate disciplinary procedures. All cases of serious or gross misconduct will be 
referred back to the Executive Board. 
 
Part 5. Appeals Procedures 
What appeals procedures are in place for grievances? 
 
Written appeals against disciplinary procedures should be submitted to the Executive Board via the membership 
secretary (Simon Neild – simon@snanet.co.uk) however, if the membership secretary is implicated in any way 
then the appeal can be made directly to the Executive Board via Russell Clarke (russell@falmouth.ac.uk).  
 
Part 6.  Other volunteer responsibilities 
As a community minded volunteer at Source FM you should: 
 Do your best to attend volunteer meetings.  
 Prepare your show and produce the best radio broadcast you can. 
 Remember that the priority of Source FM is to broadcast to the community and always keep this in mind 
when planning your shows. 
 It is important that volunteers act responsibly in terms of personal health and the hygiene. Individuals 
should make a judgement about whether it is in their and the station’s best interest not to participate at 
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times of personal illness. In some cases the station management may decide that a volunteer is not well 
enough to be in attendance at the station. 
 Do your best to help out with publicity and fundraising events whenever possible. 
 Familiarise yourself with station policies especially as appropriate to your particular type of volunteering, 
these include: 
i. Health and Safety Policy 
ii. Vulnerable Person Policy 
iii. Lone Worker Policy (contained inside Health and Safety) 
iv. Equal Opportunities Policy 
 
Return to work policy 
After a health related absence of more than four weeks, volunteers are required to attend a ‘return to work’ 
meeting with station management and if required a member of the Executive Board can be available as well to 
discuss the procedure. 
Part 7. A very basic introduction to UK libel and contempt of court laws. It's always seemed fairly strange to 
me, the notion that only broadcast journalists need to be aware of the legalities of broadcasting content. It 
probably has origins in printed media, where journalists were trained in law but features writers tended not to be. 
The reason being that everything was passed through a sub-editor, who'd normally come through the ranks of 
being a journalist, and would be aware of any material that could fall foul of the law. But broadcasting is very 
different. There are no sub-editors to prevent what is said from being broadcast, and short of scripting every link 
there is little a radio station could do keep tabs on a presenter, even accidentally, making a defamatory remark.  
So what exactly are we talking about? Broadcasting law, and everything it encompasses, is a huge topic and 
covers everything from technical specifications through to copyright, defamation and contempt of court. The UK 
has some pretty tight defamation laws and similarly strict rules when it comes talking about criminal court cases. 
These have led to the journalist's motto of "if in doubt, leave it out." Broadcast law can become a potential mine-
field and it is easy to see why it is not just journalists who are affected.  
Libel 
The UK has some of the most comprehensive defamation laws in the world - but also the most misunderstood. A 
basic knowledge of libel not only could keep you out of court, but will also allow you to prevent people using libel 
laws to stop you broadcasting something. There are many people who think they know libel litigation, but a quick 
"And what section of the '96 Act is that in?" will normally prove they don't actually know what they're talking 
about.  
The basic gist of the law is that it is there to protect people or organisations from being thought of badly by the 
'right thinking members of society'. A defamatory statement being defined as "if it damages reputation by 
exposing a person to hatred, contempt, shame or ridicule or makes a person likely to be avoided or shunned".  
The defence a broadcaster can use are justification, fair comment, privilege and when working in live situations 
unintentional defamation. However, it is common claim by journalists and those working in the media that 
defamation laws are weighted against them.  
So how might a presenter on a student radio station land themselves with a libel writ? The most obvious way is 
when discussing products and services. It is house-hunting season at your University and two of your afternoon 
jocks are locked in discussion reminiscing when they were first years looking for a house. "I went to ACME 
housing first" says one, "the service was appalling, the house we viewed was in a disgusting state and then they 
tried charging us when we hadn't even signed anything." That statement in itself could be seen as defamatory, 
however it could be argued that it was fair comment - and providing the presenter could prove the allegation was 
true it would probably never get to court. How else would consumer programmes get away with it? However, four 
words could completely change the allegation. If the other presenter replies "They're always doing that" he's 
making a far more substantial allegation - suggesting that this company is maliciously mistreating their customers 
rather than just an account of a bad experience by one person.  
And that is how tight the law of libel can get - and how close the difference between good broadcasting and a 
court case can be.  
What perhaps is more worrying for radio stations is not the lack of knowledge that presenters have, but the 
misconstrued ideas that they have picked up. Among the most common is the idea that saying "allegedly" after 
making a defamatory comment will prevent you from receiving a libel writ. Unfortunately, and mainly due to 
programmes like Have I Got News For You, using the "allegedly" word is actually more likely to see you in court - 
as it is perceived as admittance that you're not sure whether what you are saying is true.  
Not using someone's name is often believed to be a way of avoiding libel suits. The law in fact says that 
reference to a person, or the inference of that person, is grounds to sue. So if you said "a former Student Union 
President, who was successfully no-confidenced, was actually taking bribes from the university" and you'd only 
had one who had been ousted, they are within their rights to take action, even if you didn't say their name. 
Moreover, if you had two presidents who had successfully been no-confidended then they both could 
successfully sue providing they could prove that they had both been identified.  
Important too is the context in which the allegations are made. If they are presented in a light-hearted way on a 
comedy sketch show, there is far less chance of being successfully sued than if they were lead story on your 
campus news bulletin. But the crunch here is that the listener must be aware of type of programme and the only 
reason that shows such as Have I Got News For You can get away with what they do is because of the 
reputation that they have built up, and they have a team of laywers who sit through the recording and editing 
process.  
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Bear in mind that everything broadcast on your station is your responsibility. A claiment (the person bringing the 
action to court) can take action against the station even if the substance of the claim is regarding comments 
made by a third party. There is a defence added to the 1996 Defamation Act which allows for a broadcaster when 
they had no effective control over the maker of the defamatory statement. However you have to prove that you 
took reasonable care, so watch out if you plan to broadcast your sabbatical election hustings.  
Contempt of Court 
The other major area that broadcasters can get into trouble with is the Contempt of Court Act 1981. Unlike libel, 
Contempt of Court is a criminal case and therefore the sentences can include periods in jail and not just fines.  
The Contempt of Court act is designed to ensure that everyone gets a fair trial; and the main way of falling foul of 
the law is by doing something which could jeopardise this. It's a Thursday morning and your breakfast show is 
doing a round-up of campus events. The presenter says that there is a Union Disco on tomorrow night, and lets 
hope that nothing bad happens like last week. Last week a bouncer was seriously injured after an attack by a 
second year student from the Geography Department.  
It is Contempt because at the subsequent trial, jurors could be prejudiced because they have already heard the 
description of the person accused of commiting the offence. It doesn't matter whether they have or not, nor does 
it matter whether you intended to cause prejudice, Contempt is proved only if it happens.  
Contempt is also about ensuring that justice is seen to be done. Court reporting has to be fair to both sides, so 
that the public can see why a decision was reached and not simply think that a jury has gone against a body of 
evidence presented by only one side. It is also contempt to suggest someone is guilty (or not) before the jury has 
reached its decision.  
There are a couple of examples of where this has happened in real situations. Mark Peters and Lisa Freame, the 
breakfast presenters on Shropshire-based Beacon FM were taken off-air, and subsequently left the station, after 
they made prejudicial comments about the Soham murder case whilst it was still taking place. The pair hosted a 
phone-in asking whether Ian Huntley's evidence could be believed; with Mark Peters saying that "It's almost like 
the most unbelievably made-up story in the world ever, really, isn't it?". In December 2004, a year after the 
broadcast was made, the Attorney General decided that no action would be taken against the presenters.  
A similar thing happened in the trial of Dr. Harold Shipman. Preston's Rock FM jocks DJ Mark Kaye and travel 
girl Judith Vause suggested that Dr. Shipman was "guilty as sin" and that he should "admit to it" whilst the case 
was being held at the city's court. The presenters, and their bosses, were hauled up in front of the judge who told 
them it was only the prompt action of their management that prevented a prison sentence.  
Covering court cases is a nightmare for journalists, and even more so for non-journalists. There are many 
complex rules which apply, you have to be fair to all sides and also only report what was said in front of the jury 
(and then to obey any instructions issued by the judge; for example a restriction on identifying a witness).  
 
How can you protect yourself? 
Because both libel and contempt of court cases can be against the individuals who made the broadcast 
(sometimes even if they weren't directly invovled) as well as the organisations responsible for broadcasting, it's 
important that everyone understand the law.  
Without a doubt, every radio station, and come to that matter every individual, particularly the news-team, should 
have a copy of McNae's Essential Law for Journalists. It is usually described as the journalists' bible, and is used 
in pretty much everywhere journalist are trained. (The station has a copy) 
You might also find the law sections on NewsDesk-UK useful. There is a also a good explanation of contempt on 
the BBC's website.  
It is also definitely worth reading the Ofcom guidelines, both on Programming and the specific ones on News and 
Current Affairs. A copy can be found on the Ofcom website at www.ofcom.org.uk. It's also worth reading the 
quarterly complaint bulletins which give you examples of where problems can lie.  
 
Part 6.  Your agreement 
 
I have read, understand and agree to adhere to all of the above.  
 
Signed by volunteer:    John R Grierson  -  Print Name: JOHN GRIERSON 
 
Date:
 2/
02/2014 
 
SIGNED BY STATION MANAGER: M ROGERS  - Print Name: MATTHEW ROGERS 
 
Date: 2/02/2014 
 
Note that this agreement is in honour only and is not intended to be a legally binding contract of employment.    
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APPENDIX 7 
 
PROGRAMME SCHEDULES OF ALL FIVE STATIONS 
 
In this chapter, because the schedules for BBC Radio Cornwall and Pirate FM are 
easily set out, being short and repeated on a day-by-day basis, they are shown in 
full. The schedules for the Community Radio stations are very much more detailed, 
longer and complex, and have been included in full.  
 
 
BBC RADIO CORNWALL 
MONDAY TO FRIDAY (EXAMPLED BY THURSDAY 28th January 2016) 
 
05:00 
Pam Spriggs 
Music and laughter to start your day. 
 
06:00 
BBC Radio Cornwall Breakfast Programme 
James Churchfield and Pam Spriggs bring you local and national news, weather 
and travel. 
 
09:00 
David White 
Great music, special guests, and have a go at guessing the mystery year. 
 
12:00 
Laurence Reed 
Laurence brings you the lunchtime phone-in. Call in on 01872 222 222 (national 
rate). 
 
15:00 
Tiffany Truscot 
Tiffany brings you a blend of music and local features for your weekday afternoon. 
 
17:00 
Julie Skentelbery 
Join Julie for your drive-time news, travel and weather as you head home. 
 
19:00 
Mark Forrest 
Join Mark Forrest as he brings the best of the day's BBC Local Radio together. 
 
22:00 
David Sheppard 
Late night music, guests and more with David Sheppard. Email the show: 
shep@bbc.co.uk. 
 
01:00 
As BBC Radio 5 live 
BBC Radio Cornwall joins BBC Radio 5 live. 
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The above schedule is for Thursday 28th January 2016, and close inspection 
of the schedule for every weekday of the week commencing Monday 25th January 
shows that every weekday runs to precisely the same schedule as Thursday 28th. 
This is not surprising in the light of the explanation provided by Pauline Causey, the 
station’s Managing Editor, where, in her interview with me (Causey, 2015) she 
stresses that her programming policy is rooted in continuity and the avoidance of 
unnecessary change.  
Weekends are not noted, and this is the case for all five of the stations in this 
project. Extracting the BBC Radio Cornwall schedule in the above form is intended 
to tie in, as much as possible, with the methodology behind the station monitoring 
exercise where a typical weekday in November 2015 was selected for the monitoring.  
This station, BBC Radio Cornwall, alone of the five studied, ceases 
broadcasting material which originates in its own studios, between 01.00am and 
05.00am, during which time it simulcasts the output of BBC Radio 5 Live. This is 
done as a matter of policy by the BBC, when it would not be technically difficult for 
BBC Radio Cornwall (or any other BBC Local station) to cover those hours using 
automated output. The explanation given by Holdsworth for this policy is as follows: 
“Our current policy is not to automate. We feel licence fee payers would 
expect a public service station to have some sort of content as well as 
staffing around if it's on air in case of something happening” 
(Holdsworth, e-mail 30th January 2016).  
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PIRATE FM 
MONDAY TO FRIDAY (EXAMPLED BY MONDAY 25th January 2016) 
 
Neil & Tina 
5:00am 
Wake up with Real Music Variety, and big money to be won at 7.20am on the 
Secret Sound and the £1,000 minute at 8.20am every weekday. 
 
Scott Temple 
9:00am 
Scott's playing Real Music Variety for Cornwall 
 
The Oldies Hour 
2:00pm 
We're playing songs you've grown to love on the Oldies Hour 
 
Gavin Inskip 
3:00pm 
Gavin is playing Real Music Variety with Real Time Travel every 15 minutes! 
 
James Martin 
7:30pm 
Real Music Variety in the Evening with James Martin on Cornwall's Pirate FM. 
 
10:00pm 
Real Music Variety getting you through the night on Cornwall's Pirate FM. 
 
 
Here, as with BBC Radio Cornwall, the schedule for the week of 15th January 
2016 shows that the weekday line-up of programmes does not change day to day. 
Pirate FM’s Neil Caddy, Programme Controller, does not make a special point of 
underlining continuity and aversion to needless change, in contrast with Pauline 
Causey at BBC Radio Cornwall, who does. It is nonetheless clear that Pirate FM 
follows the same pattern of day-by-day consistency – a pattern which is observable 
through most of the Radio industry, where, as Hilmes et al confirm, listeners’ 
familiarity with given programming at given times of day, and, usually, the same 
presenters in those time-slots, is respected (Hilmes et al, 2002).  
Of interest in this schedule is the contrast between Pirate FM and BBC Radio 
Cornwall when looking at the length of programme shifts. BBC Radio Cornwall’s 
typical weekday line-up brings eight different presenters (nine if one counts the two-
person team for the breakfast show) while Pirate FM’s slots are presented by seven, 
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again counting two at breakfast time. BBC Radio Cornwall presenter slots are either 
two or three hours in length, never more, while Pirate FM has at least one lasting five 
hours. This, perhaps, is a reflection of the profit-orientation which drives everything 
done at and by Pirate FM, and the perceived need to keep staff costs down, while 
BBC Radio Cornwall is under no such direct pressure given that all costs are 
controlled from the centre of Local operations in London. However, given that the 
salaries paid to presenters on both stations is a matter of protecting sensitive, 
confidential, commercial information there is no way of knowing what the relative 
total costs of presenter staff at the stations might be. The difference in presenter 
staffing levels and concomitant differences in remuneration does not, of course, 
necessarily imply differences in presenter skills. What is clear however, is that Pirate 
FM’s output is not governed by any requirement for minimum speech content overall, 
and the schedule reflects the clear dominance at all times of music. BBC Radio 
Cornwall is required to be a primarily speech-based station and although the 
schedule itself is not explicit on this matter, other documentation stresses the 
requirement for speech to dominate, including the statement from Pauline Causey in 
her interview with me (Appendix 4(a). There is some argument which holds that the 
job of a presenter who is hosting a speech programme, is that much more demanding 
than it would be for a music-dominated programme presenter, and the higher level 
of concentration required for speech-only programmes, can lead to tiredness. That 
calls for a shorter shift, which in turn means a change of presenter after, say three 
hours rather than four, and that in turn means more shifts and more presenters 
required for a broadcast day. 
This needs some clarification: While a music track is playing, the presenter 
has an average of three minutes when he or she may well be very busy setting up 
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whatever item comes next on the station broadcast log134, but does not have to put 
in the same degree of intense concentration required for a meaningful conversation 
or Q and A. The speech-presenter is given very little such breathing space. In modern 
radio, and this has been the case for a long time, Radio presenters work in self-
operated studios, where all the complexities of the technology at their disposal need 
mastering and practice and they must develop high degrees of dexterity and perfect 
timing. As between speech-only and music programmes there is little difference in 
this context – but it still leaves the speech-only presenter with a measurably more 
demanding task. 
THE SOURCE FM – PROGRAMMING SCHEDULES 
The programme schedules for both BBC Radio Cornwall and Pirate FM are, as 
has been demonstrated, relatively simple and show similarities in overall structure. 
The position in Community Radio is different, particularly when it comes to The 
Source FM (see over page). 
  
                                           
 
134 The station log is, a list in chronological order of the items which the Programme Director or Controller has 
scheduled for the day.  The monitoring sheets are similar to what a station log would look like. In previous eras, 
logs would be printed sheets. Today, they are captured by one or other type of computer programme and available 
to the presenter on a computer monitor. 
366 
 
 
MONDAYS           
SHOW 
TIME 
SLOT 
SHOW, 
HRS 
BY CONTENT 
MAINLY 
SPEECH OR 
MUSIC 
      
Autoplayer 8.00am 1       
One and All 9.00am 2 
Tony 
Leamon 
and Bilko 
Speaking out 
with a Cornish 
voice – an 
eclectic mix of 
Cornish and 
Celtic music, 
news, 
interviews and 
chat. Popular 
both in 
Cornwall and  
further afield 
amongst the 
Cornish and 
Celtic 
diaspora. 
50/50 ? 
The Bob 
Seymour 
Show 
11.00am 2 
Bob 
Seymour 
… tracks from 
own extensive 
music library, 
which covers a 
wide spectrum 
of music 
genres, 
including 
some very rare 
Blues, Rock, 
Soul, Reggae, 
Folk, Country, 
Jazz and Pop 
MUSIC 
Musical 
Allsorts 
1.00pm 2 
Jimmy 
Miller 
Musical 
Allsorts’  … a 
programme of 
music chosen 
from across 
the spectrum 
to suit all 
tastes 
MUSIC 
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The Daly 
Hour 
3.00pm 1 Chris Daly 
The Daly Hour 
will be a show 
about me 
playing classic 
throwbacks 
from a bygone 
era and 
current music 
released in the 
last couple of 
years 
MUSIC 
Live and 
Direct 
4.00pm  2 
Ian 
Beaumont 
Musically 
almost 
anything on 
the show, from 
classical to 
contemporary, 
from the 
1950s until 
today, from 
the well-
known to the 
unknown. We 
talk about 
almost 
anything too.  
From global 
affairs and the 
world of 
politics, to the 
silliest news 
items of the 
week 
MUSIC  
Anger the 
Bees 
6.00pm 2 
Sam 
Bradbury 
An eclectic 
mix of 
rock/pop 
music and 
chat  
MUSIC 
Jazz Train 7.30pm  1.5 
Pete and 
Paddy 
Paddy 
Haughton and 
Pete Webster, 
playing their 
personal 
selections 
from the 
enormous 
back catalogue 
of recorded 
jazz.  
MUSIC 
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You'll also 
hear 
interviews 
with local and 
visiting 
musicians and 
recent 
recordings, 
showcasing 
the variety & 
vitality of the 
current 
national & 
international 
jazz scene! 
Secondhand 
Sound 
9.30pm 2 
Bobby 
Analogue 
Your portal to 
a world where 
feral noise is 
championed 
and eunuchs 
of mediocrity 
are put to 
death.  
WHO 
KNOWS? 
PROBABLY 
MUSIC 
This is your 
antenna to a 
forbidden 
dimension of 
sonic deviance 
Autoplayer 11.00pm 1.5       
      
            
  
          
TUESDAYS 
369 
 
Clem's 
Breakfast 
7:00am  2 
Tom 
Clements 
Clem's 
Breakfast is a 
'breakfast 
show'. 
Brought to 
you by Tom 
Clements, it 
presents the 
widest range 
of music 
accompanied 
by news from 
the world of 
sport and 
entertainment 
and what's on 
in the local 
area. If you 
like your radio 
to provide a 
few surprises 
along with 
some familiar 
favourites, 
then this is 
the 
programme for 
you 
MUSIC AND 
SOME 
SPEECH 
One Man 
Band 
9.00am 2 
Keith 
Wilcocks 
A testimony to 
and showcase 
for those with 
learning 
difficulties. 
Some pop 
music, some 
comment on 
modern 
culture 
MUSIC? 
Kevin 
Parrott 
Radio Show 
11.00am 2 
Kevin 
Parrott 
the perfect mix 
of old and new 
tunes  
MUSIC 
The Galactic 
Teabag 
1.00pm 2 
David Scott 
Roberts 
An irreverent 
look at 
modernity 
through the 
eyes of an 
activist actor 
MAINLY 
SPEECH 
Super 
Gran's 
Disco 
3.00pm  2 
Glenys 
McMahon 
A 1920’s to 
1950’s themed 
radio request 
show 
MUSIC 
370 
 
Mike's 
Happy Hour 
5.00pm  2 
Mike 
Hopwood 
some of the 
most exciting, 
lyrical and 
thought-
provoking 
music you’ve 
ever heard. 
MUSIC 
Punky 
Reggae 
Party 
6.00pm  1 
Steve 
Gruitt 
Experiences of 
the time in 
edgy, late 
seventies 
Britain; the 
punks, the 
dreads, my 
mates: Most of 
the stuff will 
be from the 
original vinyl 
of the period. 
MUSIC 
Adventures 
in the Din 
Trade 
7:30pm 1.5 Voltarol 
Brazilian 
music, also 
jazz, 
bluegrass, 
English folk 
music, 
classical 
music, African 
music, Indian 
music  
MUSIC 
Have You 
Heard It? 
9:30pm 2 
Ian 
Padfield 
and Andy 
Wylie 
Surreal chat 
and music 
from Ian 
Padfield and 
Andy Wylie. 
Join our 
YouTube 
channel for 
exclusive video 
clips from 
shows 
MUSIC 
Sub Radio 11:30pm 2 
Davitt 
Steed 
Variety of 
musical 
genres 
pitching the 
old with the 
very new. a 
fortnightly mix 
show that 
connects 
various forms 
of dance 
music and 
beyond. 
MUSIC 
371 
 
 
     
            
WEDNESDA
YS 
          
Anna 
Richards 
8:00am 1 
Anna 
Richards 
Wednesday 
morning 
breakfast 
show - new 
and old music 
to wake you 
up and kick 
start your day, 
and a whole 
host of games 
and features 
including 
Throwback 
Wednesday 
and Find the 
Londoner. 
50/50? 
The Me, 
Myself & I 
Show 
9:00am  1.5 
Lee 
Steadman 
Music from 
the 60's right 
MUSIC 
through to 
present day, 
with the 
emphasis 
purely on the 
music. Talking 
to the 
minimum  
Keepin' It 
Country 
10.30am 1.5 Val Baker 
Country, 
Americana, 
Roots, 
Bluegrass 
  
Rose 
Herman 
12.00pm 2 
Rose 
Herman 
Music, while 
combining 
that with 
meeting and 
interviewing 
people from 
many walks of 
life. 
MUSIC 
Radyo an 
Gernewegva 
2.00pm  1 
Matthew 
Clarke 
Jornalyas hag 
a ober der 
radyo yn 
Kernow. 
(Cornish 
language and 
music) 
MUSIC AND 
SPEECH 
The Green 
Show 
3.00pm  1 
Pete 
Maxted 
The important 
environmental 
SPEECH 
372 
 
issues of the 
day 
About You 4.00pm  1 
Simon 
Neild 
People from all 
walks of life - 
my guests for 
an hour 
SPEECH 
AND SOME 
MUSIC 
chat about 
their work and 
their life. We 
also play 6 of 
their all- time 
favourite 
tunes. 
Rocks Off! 5.00pm  1 
Joe and 
Tony 
wide collection 
of oldies and 
newbies, 
ranging from 
Rock & Roll, 
Jazz, R&B and 
Soul to 
Progressive, 
Electronic and 
Psychedelic, 
plus much 
more. 
Regularly 
discussing 
music and pop 
culture trivia 
and personal 
favourites as 
well as the 
latest events 
in Falmouth 
and around 
Cornwall, 
MUSIC 
The 
Rainbow 
Source 
6.00pm  1.5 
Steve 
Cannon 
A lively mix of 
news, issues, 
music and 
gossip from 
the lesbian, 
gay, bisexual 
and 
transgender 
community 
here in 
Cornwall & 
beyond 
SPEECH 
St Alphono's 
Pancake 
7.30pm  2 
Trevor 
Bread 
Some 
astonishing 
music, audio 
MUSIC 
373 
 
snippetry, 
speech  
Percy and 
Alfie on the 
Radio 
9.30pm 1.5 
Percy and 
Alfie 
English Hons 
graduates with 
their own take 
on English 
Literature with 
music – to 
extend the 
canon of Eng 
Lit 
MUSIC AND 
SPEECH 
Autoplayer 11.00pm 8       
 
     
            
THURSDAY
S 
          
Autoplayer 7.00am 2       
Morning 
Break 
9.00am 2 
Gwen 
Willoughby 
Music from 
the 60's up to 
the modern 
day 
MUSIC 
Steve Foster 
Show 
11.00am 2 
Steve 
Foster 
Music based 
and revolves 
primarily 
around music 
from the 70's 
and a little bit 
from the 60's 
and other 
eras, 
MUSIC 
Good Times 
Radio 
1.00pm 1.5 
Love you 
Longtime & 
Goodtime 
Girl 
A sort-of 
mellow 
Woman’s Hour 
with a pinch of 
naughtiness – 
all seen from 
view point of 
view of young 
female 
presenters – 
and some 
music 
SPEECH 
AND MUSIC 
374 
 
Kyle 
Coleman 
2.30pm 1 
Kyle 
Coleman 
A presenter 
with non-
verbal 
Asperger’s 
who will not 
talk to people 
in any social 
setting, but 
with a script, 
his own CD’s, 
he can talk 
and 
sometimes 
sing along.  
No 
information 
available 
Chat & 
Music 
Undergroun
d 
3:30pm 1.5 
Luke 
Jenkins 
Music going 
from the 
1950s 1960s 
and 1970s  
hard rock and 
blues and rock 
and roll and 
some pop 
music 
MUSIC 
Inside Local 
Music 
5.00pm 1.5 
Simon 
Neild 
Find out more 
about the 
performers 
that you know 
and love as 
well as 
discovering 
new talent. Up 
to date with 
the local 
music scene. 
MUSIC 
Self Help 
Help 
Yourself 
6.00pm 1.5 Drewzy 
An hour and a 
half to 
improve your 
self-worth, 
monetary 
status, 
standing in 
the 
community 
and personal 
odour. 
SPEECH 
AND 
MUSIC? 
375 
 
Songs From 
The 
Backroom 
7.30pm 1.5 Jules Kay 
A mix of 
favourite 
tracks and 
rare songs as 
well as new 
sounds and 
the odd track 
to re-introduce 
artists that 
somehow 
missed the 
boat. also the 
“and much 
more besides” 
slot, a weekly 
moment to 
reflect on the 
often forgotten 
7” B side. 
MUSIC 
Lost in 
Space 
9.30pm 2 
Tom and 
Paul 
Our favourite 
tracks from a 
classic album, 
the DJ 2 DJ 
face off 
challenge, and 
It's Crap But I 
Like It. Plus 
Minimal 
Corner  
MUSIC 
Autoplayer 11:30pm 
9.5 
overnig
ht  
      
 
     
 
     
            
FRIDAYS           
The Pirate 
Pete Show 
9.00am 2 Pirate Pete 
Bad rock top 
hits from 
60/70/80 
presented by a 
painter and 
decorator for 
the painters 
and decorators 
MUSIC 
Practise 
Sessions 
11.00pm 2 
(Practise 
Sessions) 
    
376 
 
Mr Ed's 
What's Up 
Show 
1.00pm 2 
Eddie 
Callis 
Mr Ed's 
What's Up 
Show takes a 
detailed look 
at a different 
'theme' each 
week. Things a 
diverse as 
'friends', 
'adverts', 
'animals', 
'Italy' and 
'cover song 
SPEECH 
AND MUSIC 
Sophie's 
Breakout 
Song Show 
2.00pm 1 
Sophie 
Sweatman 
An MA 
professional 
writing 
graduate from 
Falmouth U, 
up tempo and 
unheard new 
releases, talks 
about her life, 
which is 
unusual 
SPEECH 
AND MUSIC 
The Tash 
Berks Show 
3.00pm 1 Tash Berks 
The music for 
her show is 
that Friday 
feeling and 
will get you in 
the mood for 
dancing into 
the weekend. 
MUSIC 
Tunes To 
Help You 
Breath More 
Easily 
5.00pm 2 
Barry 
Gribble 
Music that 
you may or 
may not be 
familiar with. 
There will be 
new music, 
mixed with 
some old 
music. 
Everything 
stems from an 
early love of 
The Beatles 
and Slade and 
the discovery 
of punk rock. 
MUSIC 
Collective 
Source 
6.00pm 1 
Dean 
Harvey 
An eclectic 
mix of jazz, 
reggae, soul, 
funk, and rare 
grooves. 
MUSIC? 
377 
 
news of any 
issues that 
may inform 
the black and 
minority 
ethnic 
communities 
in Cornwall. 
Cosmic's 
Show 
8.00pm 2 Cosmic 
A local street 
artist 
translates his 
art ideology 
into radio with 
pastiches of 
news with 
guests from 
the art 
community  
MAINLY 
SPEECH 
15 Per Cent 10.00pm 1 
Bucky 
O'Brian 
and Doc 
Flay 
No 
information 
available 
No info 
available 
Autoplayer 11.00pm 
9.5 
overnig
ht 
      
            
      
 
     
SATURDAY           
Automated 
random 
playout of 
music 
9am 2       
Electric 
Radio Show 
11.00am 2 
Keith 
Sparrow 
A graphic 
artist with 
more talk 
orientation 
about local, 
exhibitions 
and events, 
with guests 
and poetry 
reading by 
Keith 
MAINLY 
SPEECH 
378 
 
Cornish 
Cream 
1.00pm 2 
Andrew 
Whetter 
90 minutess of 
Cornish music 
at its best, 
showcasing 
artists from 
across the 
county who 
have gone to 
the trouble of 
recording their 
efforts. 
MUSIC 
Chargrilled 3.00pm 1 Rich Jones 
Mostly New 
Heavy Metal 
with a few old 
school bands 
as well 
MUSIC 
Practise 
Sessions 
4.00pm 1 
(Practice 
Sessions) 
    
Random 
Jukebox  
5.30pm 1.5 Karl Philips NO INFO  MUSIC 
Mixed Beats 
and Treats 
7.30pm 2   
REPEATS AS 
BELOW 
MUSIC 
Week 1 = 
Discoguns 
Week 2 = 
Easylife 
Week 3 = 
Professor             
               
Hoogensplurk 
Week 4 = 
Sound 
Association  
  
Week 1 = Discoguns 2.5 Discoguns 
 Local DJ’s 
and producers 
play beat and 
dance music 
  
Week 2 =  Easylife   
Sound 
Association 
Local DJ’s and 
producers play 
beat and 
dance music 
  
Week3 = 
Professor 
Hoogenspl
urk 
  
Professor 
Hoogenspl
urk 
Local DJ’s and 
producers play 
beat and 
dance music 
  
Week4 = 
King 
Arthurs 
Crew 
  
King 
Arthurs 
Crew 
Local DJ’s and 
producers play 
beat and 
dance music 
  
379 
 
Penryn 
Space 
Agency 
(every 4th 
Saturday) 
10.00pm 2 
Penryn 
Space 
Agency 
Two hours rs 
of the latest 
and greatest 
hyperdimensio
nal electronic 
space music. 
MUSIC 
Autoplayer 12.00pm 
9 
overnig
ht 
Autoplayer     
 
     
SUNDAYS           
Jazz Train 
RPT 
9.00am   
Pete & 
Paddy 
REPEAT (SEE 
ABOVE) 
  
Sunday 
Sermon 
11.00am 2 
The Lazy 
Prophet 
Music of every 
genre, spoken 
word/poetry, 
snippets of 
story, 
speeches, 
random you-
tube postings, 
found sound, 
the ramblings 
of TV 
evangelists, 
soundtracks 
and dialogue 
from films, 
etcetera. 
MUSIC 
Out of the 
Ark 
1.00pm 2 
Konquerin 
Soundz 
Reggae music 
& culture 
MUSIC 
ChillZone 3.00pm 2 Mr P 
Laid back 
tunes 
MUSIC 
Toby Cook's 
Ramble 
5.00pm 2 Toby Cook 
Different blues 
artists such as 
Howlin’ Wolf 
and their 
influence, 
often ending 
up in obscure 
corners of 
music! 
MUSIC  
Alice 
Sherlock 
6.30pm 1.5 
Alice 
Sherlock 
Bluesy 50's, 
funk stomping 
70's. 
Influenced by 
many artists 
from all walks 
of sound, it is 
the feeling and 
the spark of a 
MUSIC 
380 
 
song that gets 
played on this 
show. 
Trail Mix 8.30pm 2 
Bram 
Arnold 
An eccentric 
waltz through 
music, art, 
literature and 
personal 
history. 
MUSIC AND 
SPEECH 
Random 
Jukebox 
10.30pm 2 
Karl 
Phillips 
New releases, 
albums 
tracks, B-
sides, cover 
versions and 
other 
downtempo 
oddities.  
Random 
bunch of 
tunes, old and 
new, familiar 
and obscure 
 MUSIC 
 
 
 
  
381 
 
CHBN PROGRAMME SCHEDULE 
 
CHBN 
SCHEDULE 
W.E.F. 
        3rd Feb 
2016 
SHOW 
TIME 
SLOT 
SHOW, 
HRS 
BY CONTENT 
MAINLY 
SPEECH OR 
MUSIC 
            
MONDAYS           
Soft 
Soothing 
Sounds 
0:00 6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Automation 6:00 1hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Live Wire 
(Repeat) 
7:00 1hr Various 
Predominantly 
interviews with 
a range of 
music and non-
music related 
guests. 
Speech 
Breakfast 
with Mark 
Webster 
8:00 2hr 
Mark 
Webster 
A variety of 
music together 
with 
competitions, 
weather and 
travel updates. 
Music 
The Playlist 
(Repeat) 
10:00 2hr 
Adam 
Carpenter 
& Jason 
Moyle 
Playing a 
countdown of 
new music as 
voted for by the 
listeners via the 
CHBN website. 
Music 
Automation 12:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Monday 
Classics 
with Peter 
& Johanna 
14:00 2hr 
Peter & 
Johanna 
Dowsett 
Featuring a 
range of 
Classical Music. 
Aiming to 
appeal to those 
who enjoy 
classical music 
and those who 
are keen to 
explore it 
further. 
Music 
382 
 
The Home 
Run with 
Harley 
Rowlands 
16:00 2hr 
Harley 
Rowlands 
A variety of 
music together 
with features, 
weather and 
travel updates. 
Music 
Bob 
Shefford 
18:00 2hr 
Bob 
Shefford 
Country themed 
specialist music 
programme. 
Music 
Ben 
Galbraith 
20:00 2hr 
Ben 
Galbraith 
Predominantly 
Funk, Latin and 
Soul music. 
Music 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
TUESDAYS           
Soft 
Soothing 
Sounds 
0:00 6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Automation 6:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Breakfast 
with Jean 
Main-Reade 
8:00 2hr 
Jean Main-
Reade 
A variety of 
music together 
with an events 
guide, weather 
and travel 
updates. 
Music 
Automation 10:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Nothing But 
The 80's 
with Jason 
Moyle 
(Repeat) 
12:00 2hr 
Jason 
Moyle 
Music from the 
80’s together 
with headlines 
from featured 
years in that 
decade. 
Music 
Department 
RCH 
14:00 1hr 
Peter 
Dowsett 
Interviews with 
different 
departments 
and staff 
working within 
the hospital 
community. 
Speech 
383 
 
Roy's Music 
Box 
15:00 1hr 
Roy 
Gladish 
Variety of Music 
from yesterday. 
Music 
The Home 
Run with 
Roy Gladish 
16:00 2hr 
Roy 
Gladish 
A variety of 
music together 
with 
information, 
events, weather 
and travel 
updates. 
Music 
Jason 
Moyle & 
Rita Cavill 
18:00 2hr 
Jason 
Moyle & 
Rita Cavill 
Programme 
featuring a 
range of 
interviews, 
features and 
music. 
Speech 
Rob 
Aspinall 
20:00 2hr 
Rob 
Aspinall 
Reggae themed 
programme. 
Music 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
WED’SDAY           
Soft 
Soothing 
Sounds 
Midnigh
t 
6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Jessica 
Silye 
6:00 2hr 
Jessica 
Silye 
Range of Pop 
and Motown 
Music. 
Music 
Breakfast 
with Mark 
Webster 
8:00 2hr 
Mark 
Webster 
A variety of 
music together 
with 
competitions, 
weather and 
travel updates. 
Music 
Tom 
Hawkins 
10:00 2hr 
Tom 
Hawkins 
Playing a 
variety of music 
from a range of 
genre’s. 
Music 
Pick ‘n Mix 
with Clive & 
Stephanie 
Blake (First 
Wednesday 
of the 
Month) 
12:00 2hr 
Clive & 
Stephanie 
Blake 
Magazine 
programme 
with music, a 
range of 
interview 
features and 
requests. 
Music and 
Speech 
384 
 
Weekends 
from 
Jupiter 
Hollow 
(Repeat) 
14:00 2hr Bob Eberth 
Music and chat 
sharing life in 
Salt Lake City. 
Music 
The Home 
Run with 
Mark 
Webster 
16:00 2hr 
Mark 
Webster 
A variety of 
music together 
with 
competitions, 
weather and 
travel updates. 
Music 
Dave 
Maybank 
18:00 4hr 
Dave 
Maybank 
A wide variety 
of music. 
Music 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
THURSD’Y           
Soft 
Soothing 
Sounds 
Midnigh
t 
6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Automation 6:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Breakfast 
with Keith 
Naylor 
8:00 2hr 
Keith 
Naylor 
A variety of 
music together 
with interviews, 
round up from 
the West 
Briton, weather 
and travel 
updates. 
Music and 
Speech 
Automation 10:00 4hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Dave 
Maybank 
14:00 2hr 
Dave 
Maybank 
A wide variety 
of music. 
Music 
The Home 
Run with 
Dave 
Maybank 
16:00 2hr 
Dave 
Maybank 
A variety of 
music together 
with weather 
and travel 
updates. 
Music 
385 
 
Ragbag 
Radio Hour 
(Repeat) 
18:00 1hr Bob Eberth 
Range of music 
from different 
genres. 
Music 
Bookmark 
with Mark 
Crees 
19:00 1hr Mark Crees 
Programme on 
the spoken 
word and 
literature. 
Includes 
participation of 
students from 
local schools 
who read their 
own work. 
Speech 
Jack 
Uterhark 
20:00 2hr 
Jack 
Uterhark 
Programme 
featuring a 
range of music 
not featured 
elsewhere on 
the station. 
Music 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
FRIDAYS           
Soft 
Soothing 
Sounds 
Midnigh
t 
6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Automation 6:00 1hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Live Wire 7:00 1hr Various 
Predominantly 
interviews with 
a range of 
music and non-
music related 
guests. 
Speech 
Breakfast 
with Rita 
Cavill 
8:00 2hr Rita Cavill 
A variety of 
music together 
with interviews, 
weather and 
travel updates. 
Music 
386 
 
That Friday 
Feeling with 
Kath & 
Aimee 
10:00 2hr 
Kath 
Gibbons & 
Aimee 
Williams 
Programme 
featuring a 
variety of music 
and range of 
light-hearted 
features. 
Music 
The Friday 
Alternative 
12:00 4hr 
Mike 
Brown 
Programme 
featuring 
musical 
themes, 
competitions 
and a range of 
interviews. Also 
includes a 
segment of 
relaxing music. 
Music and 
Speech 
The Home 
Run with 
Adam 
Carpenter 
16:00 2hr 
Adam 
Carpenter 
A variety of 
music together 
with interviews, 
weather and 
travel updates. 
Music 
The Playlist 18:00 2hr 
Adam 
Carpenter 
& Jason 
Moyle 
Playing a 
countdown of 
new music as 
voted for by the 
listeners via the 
CHBN website. 
Music 
Clarissa 
Jacobs 
20:00 2hr 
Clarissa 
Jacobs 
A range of 
music, chat and 
information. 
Music 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
SAT’D’YS           
Soft 
Soothing 
Sounds 
Midnigh
t 
6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
Automation 6:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
387 
 
Weekend 
Wakeup 
with Dieter 
Kehler 
8:00 2hr 
Dieter 
Kehler 
Programme 
featuring a 
range of music 
less frequently 
elsewhere. 
Music 
Ragbag 
Radio Hour 
10:00 1hr Bob Eberth 
Range of music 
from different 
genres. 
Music 
Roy’s Music 
Box 
(Repeat) 
11:00 1hr 
Roy 
Gladish 
Variety of Music 
from yesterday. 
Music 
Nothing But 
the 80’s 
12:00 2hr 
Jason 
Moyle 
Music from the 
80’s together 
with headlines 
from featured 
years in that 
decade. 
Music 
The A to Z 
of Pop 
14:00 1hr 
Richard 
Smith 
Pop music and 
information 
based on this 
week’s featured 
letter. 
Music 
Weekends 
from 
Jupiter 
Hollow 
15:00 2hr Bob Eberth 
Music and chat 
sharing life in 
Salt Lake City. 
Music 
Kath Layte 17:00 2hr Kath Layte 
60’s and 70’s 
music including 
requests. 
Music 
Rosalie 
Ward 
19:00 2hr 
Rosalie 
Ward 
New Wave and 
Ska themed 
programme. 
Music 
Jupiter 
Hollow 
Desi-fied 
(Repeat) 
21:00 1hr Bob Eberth 
A showcase of 
Bollywood, Indi-
pop and desi-
music, food etc 
Music and 
Speech 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
 
     
SUNDAYS           
Soft 
Soothing 
Sounds 
Midnigh
t 
6hr None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
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Automation 6:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Weekend 
Wakeup 
with Dieter 
Kehler 
8:00 2hr 
Dieter 
Kehler 
Programme 
featuring a 
range of music 
less frequently 
elsewhere. 
Music 
Sunday 
Brunch 
with Justin 
& Matt 
10:00 2hr 
Justin 
Fiume & 
Matt 
Bentley 
Magazine style 
programme 
with a mix of 
music and 
news. 
Music 
Automation 12:00 2hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Showtime 
with Peter 
& Johanna 
14:00 1hr 
Peter & 
Johanna 
Dowsett 
Programme 
featuring songs 
from the 
Musicals and 
providing 
information 
about their 
origins 
Music and 
Speech 
Jupiter 
Hollow 
Desi-fied 
15:00 1hr Bob Eberth 
A showcase of 
Bollywood, Inid-
pop and desi-
music, food etc 
Music and 
Speech 
Glenys 
McMahon 
16:00 2hr 
Glenys 
McMahon 
Predominantly 
music from the 
1920’s to 
1950’s 
Music 
Automation 18:00 1hr None 
Eclectic mix of 
music from the 
50’s to today. 
Music 
Dave 
Brooks 
19:00 2hr 
Dave 
Brooks 
Songs from the 
70’s, 80’s and 
requests. 
Music 
James 
Bullock 
21:00 1hr 
James 
Bullock 
Programme 
exploring and 
discussing a 
range of artists 
and groups. 
Speech 
Night 
Thought 
22:00 10mins 
Various 
Preachers 
Thought 
provoking 
words and 
prayer. 
Speech 
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Soft 
Soothing 
Sounds 
22:10 
1hr 
50mins 
None 
Non-stop light 
relaxing 
instrumental 
music.  
Music 
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RSAB PROGRAMMING SCHEDULES    
Note: detailed information on the content of each programme for this station is not 
available. It was requested in an approach to the station manager, but she felt that 
she did not have the time to go further than what appears below: 
 
 MONDAY 
  
  
 
7:00am - 10:00am   Breakfast Show 
10:00am - 1:00pm   Biff Griffin 
1:00pm - 4:00pm   Rachael and Big John 
4:00pm - 5:00pm   (Varying Presenters) 
5:00pm - 7:00pm   The FMV Show 
        Presented by: Pete Blenard, Tom Lal 
7:00pm - 10:00pm   Metal Mania 
        Presented by: Luke Howe 
        
 
 TUESDAY 
  
  
 
7:00am - 10:00am   Breakfast Show 
10:00am - 1:00pm   Relationship Status 
        Presented by: Griselda Rosales 
1:00pm - 3:00pm   (Varying Presenters) 
        On alternate Tuesdays, this show finishes early 
and a pre-recorded show from Brannel School is 
broadcast. 
3:00pm - 4:00pm   Brannel School 
4:00pm - 5:00pm   Carclaze CP School 
        Presented by: Simon Pollard, Janet Pollard 
5:00pm - 7:00pm   Janet Pollard 
7:00pm - 10:00pm   Ready Steady Mod 
        Presented by: Martin Bate 
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 WEDNESDAY 
  
  
 
7:00am - 10:00am   Breakfast Show 
10:00am - 1:00pm   Bernie Shepherd 
1:00pm - 4:00pm   Curtain Up 
        Presented by: Sheila Vanloo 
On the first Wednesday of each month, Curtain 
Up ends early and is followed by Wild Women's 
Hour. 
4:00pm - 7:00pm   Mike Edwards 
7:00pm - 8:30pm   End Of The World Show 
        Presented by: Brad Orchard, Pat Orchard 
8:30pm - 10:00pm   Tunes From The Man Cave  
        Presented by: Al Roberts 
        
 
 THURSDAY 
  
  
 
7:00am - 10:00am   Breakfast Show 
10:00am - 1:00pm   Out Of His Shed 
        Presented by: Ringo 
1:00pm - 4:00pm   The Big Mix 
        Presented by: Ed Shaw 
4:00pm - 6:00pm   Quizilogical 
        Presented by: Laura Sandey 
6:00pm - 8:00pm   Eden Team 
8:00pm - 10:00pm   The Radar 
        Presented by: Steve Tregidgo, Alex Giles, Robin 
Francis 
Visit the show page to see a complete history of 
Radar 
playlists:http://www.rsab.org/page/91/the-
radar-with-steve-tregidgo 
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 FRIDAY 
  
  
 
7:00am - 10:00am   Breakfast Show 
10:00am - 11:00am   (Varying Presenters) 
11:00am - 1:00pm   (Varying Presenters) 
1:00pm - 4:00pm   Pam Griffin 
4:00pm - 5:00pm   Drive Time  
        Presented by: Issy Tate 
5:00pm - 7:00pm   Barely Live  
        Presented by: Mark Norman 
The man with the face for radio 
7:00pm - 10:00pm   Bouncing Into The Weekend 
        Presented by: Ringo 
        
 
 SATURDAY 
  
  
 
10:00am - 1:00pm   The Saturday Show 
        Presented by: Mike Edwards 
1:00pm - 4:00pm   Riding The Waves 
        Presented by: Dom Philbin 
4:00pm - 7:00pm   The G-Factor 
        Presented by: Gary T 
7:00pm - 10:00pm   Saturday Sessions 
        Presented by: Natalie Cole 
        
 
 SUNDAY 
  
  
 
10:00am - 12:00pm   Mellow Moments 
        Presented by: Andy Saunders 
To make Mellow Moments requests, 
email mellowmoments@rsab.org 
12:00pm - 1:00pm 
 
Radyo An Gernewegva 
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        Presented by: Matthew Clarke 
Presented in Cornish. For more information, and 
to listen to past editions, see the show's 
website: http://www.anradyo.com 
1:00pm - 2:00pm   RedTrain Express 
        Presented by: Andy Saunders 
In association with The Jazz 
UK: http://thejazz.co.uk 
4:00pm - 7:00pm   A-Z Of Reggae 
        Presented by: Mark Norman 
The man with the face for radio 
7:00pm - 10:00pm   Cornwall Sound Lounge  
        Presented by: Sheila Vanloo 
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APPENDIX 8 
OFCOM BROADCAST BULLETIN, 
ISSUE NUMBER 220, 17 DECEMBER 2012 
(Community radio station compliance reports) 
STATION CODE AND RULE/LICENCE CONDITION, SUMMARY FINDINGS 
Erewash Sound, Ilkeston, Derbyshire Community Radio licence condition 6 
(5) and (6) Erewash Sound contravened the requirement to obtain no more than 50% 
of its income from on air advertising and sponsorship, and no more than 25% from 
volunteer in-kind support. Finding: In breach  
Felixstowe Radio, Felixstowe, Suffolk Community Radio licence condition 6 
(5) and (6) Felixstowe Radio contravened the requirement to obtain no more than 
50% of its income from on-air advertising and sponsorship, and no more than 25% 
from volunteer in-kind support. Finding: In breach  
The Super Station Orkney, Orkney Community Radio licence condition 6 (5) 
and (6) The Super Station contravened the requirement to obtain no more than 50% 
of its income from on-air advertising and sponsorship, and no more than 25% from 
volunteer in-kind support. Finding: In breach (see below for further information).  
Seaside FM, Withernsea, East Yorkshire Community Radio licence condition 
6 (5) and (6) Seaside FM demonstrated in representations that it did not contravene 
the requirement to obtain no more than 50% of its income from on-air advertising 
and sponsorship. Finding: Resolved  
Ambur Radio, Walsall, West Midlands Community Radio licence condition 6 
(5) and (6) Ambur Radio demonstrated in representations that it did not contravene 
the requirement to obtain no more than 50% of its income from on-air advertising 
and sponsorship. Finding: Resolved  
Phoenix FM, Brentwood, Essex Community Radio licence condition 6 (5) and 
(6) Phoenix FM demonstrated in representations that it did not contravene the 
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requirement to obtain no more than 50% of its income from on-air advertising and 
sponsorship. Finding: Resolved 
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APPENDIX 9 
 
STATION MONITORING RESEARCH TASK 
 
MONITORING135 SUMMARIES 
The analysed summaries of the minute-by-minute monitoring results are set 
out below. The multi-page, raw, base data on which the summaries, below, are based 
are to be found on the DVD attached to this document.  
BBC RADIO CORNWALL 
Type Length by type Type %      
Row Labels Sum of LENGTH Sum of LENGTH2  Type Length by type Type %  
ADV 00:01:28 0.2%  ADV 00:01:28 0.2%   
COMP 00:00:25 0.0%  COMP 00:00:25 0.0%   
ID 00:19:11 2.1%  ID 00:19:11 2.1%   
INT 04:11:00 27.1%  INT 04:11:00 27.1%   
MUS 04:50:36 31.4%  MUS 04:50:36 31.4%   
NS 01:41:05 10.9%  NS 01:41:05 10.9%   
PRES 03:13:05 20.9%  PRES 03:13:05 20.9%   
PROM 00:00:00 0.0%  PROM 00:00:00 0.0%   
PSA 00:02:07 0.2%  PSA 00:02:07 0.2%   
SILENCE 00:01:00 0.1%  SILENCE 00:01:00 0.1%   
SOP 00:05:25 0.6%  SOP 00:05:25 0.6%   
SPON 00:00:00 0.0%  SPON 00:00:00 0.0%   
SPRT 00:15:19 1.7%  SPRT 00:15:19 1.7%   
TRFC 00:14:22 1.6%  TRFC 00:14:22 1.6%   
WEA 00:30:49 3.3%  WEA 00:30:49 3.3%   
        
Grand Total 15:25:52 100.0%  Grand Total 15:25:52 100.0%  
        
    Medium 
Medium 
Time 
Percent 
Medium 
Time 
Length  
    advertising 1.0% 0.00:09:00  
    speech 67.5% 0.10:25:16  
    music 31.4% 0.04:50:36  
    none 0.1% 0.00:01:00  
     100.0% 0.15:25:52  
                                           
 
135 The monitoring and logging was carried out under my supervision by two volunteers, Steven Barlow and Jerry 
Padfield, in shifts of three or four hours as negotiated between us and according to a detailed brief. I was listening 
at the same time, available on the telephone, by SMS or email to help clarify the categorisation of an item where 
Barlow and Padfield were unsure. Analyses were carried out by myself. 
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PIRATE FM 
Type Length by 
type 
Type %     
Row 
Labels 
Sum of 
LENGTH 
Sum of 
LENGTH2 
 Type Length by type Type % 
ADV 02:22:47 15.8%  ADV 02:22:47 15.8% 
COMP 00:13:29 1.5%  COMP 00:13:29 1.5% 
ID 00:24:00 2.7%  ID 00:24:00 2.7% 
INT 00:05:42 0.6%  INT 00:05:42 0.6% 
MUS 09:08:01 60.7%  MUS 09:08:01 60.7% 
NS 00:36:41 4.1%  NS 00:36:41 4.1% 
PRES 01:06:07 7.3%  PRES 01:06:07 7.3% 
PROM 00:00:55 0.1%  PROM 00:00:55 0.1% 
PSA 00:23:03 2.6%  PSA 00:23:03 2.6% 
SOP 00:04:10 0.5%  SOP 00:04:10 0.5% 
spon 00:10:28 1.2%  spon 00:10:28 1.2% 
SPRT 00:03:05 0.3%  SPRT 00:03:05 0.3% 
TRFC 00:16:17 1.8%  TRFC 00:16:17 1.8% 
WEA 00:08:10 0.9%  WEA 00:08:10 0.9% 
(blank) 00:00:00 0.0%  (blank) 00:00:00 0.0% 
Grand 
Total 
15:02:55 100.0%  Grand Total 15:02:55 100.0% 
       
    Medium MediumTimePercent MediumTimeLength 
    advertising 18.9% 0.02:50:55 
    speech 19.2% 0.02:53:31 
    music 60.7% 0.09:08:01 
     100% 0.15:13:23 
    none 0.0% 0.00:00:00 
 
 
THE SOURCE FM  
Type Length by 
type 
Type %     
Row Labels Sum of 
LENGTH 
Sum of 
LENGTH2 
 Type Length by type Type % 
ADV 00:02:55 0.3%  ADV 00:02:55 0.3% 
COMP 00:04:05 0.4%  COMP 00:04:05 0.4% 
ID 00:20:04 2.2%  ID 00:20:04 2.2% 
INT 00:10:35 1.1%  INT 00:10:35 1.1% 
MUS 11:29:55 74.9%  MUS 11:29:55 74.9% 
NS 00:00:00 0.0%  NS 00:00:00 0.0% 
PRES 03:11:35 20.8%  PRES 03:11:35 20.8% 
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PROM 00:00:00 0.0%  PROM 00:00:00 0.0% 
PSA 00:00:00 0.0%  PSA 00:00:00 0.0% 
SOP 00:00:00 0.0%  SOP 00:00:00 0.0% 
SPON 00:00:00 0.0%  SPON 00:00:00 0.0% 
SPRT 00:00:00 0.0%  SPRT 00:00:00 0.0% 
TRFC 00:00:20 0.0%  TRFC 00:00:20 0.0% 
WEA 00:02:00 0.2%  WEA 00:02:00 0.2% 
(blank) 00:00:00 0.0%  (blank) 00:00:00 0.0% 
Grand Total 15:21:29 100.0%  Grand Total 15:21:29 100.0% 
       
    Medium MediumTime 
Percent 
MediumTime 
Length 
    advertising 0.3% 0.00:02:55 
    speech 24.8% 0.03:48:39 
    music 74.9% 0.11:29:55 
    none 0.0% 0.00:00:00 
     100.0% 0.15:21:29 
 
 
RADIO ST AUSTELL BAY (RSAB) 
Type Length by type Type %     
Row Labels Sum of 
LENGTH 
Sum of 
LENGTH2 
 Type Length by type Type % 
ADV 00:10:50 1.2%  ADV 00:10:50 1.2% 
COMP 00:12:00 1.3%  COMP 00:12:00 1.3% 
ID 00:05:50 0.6%  ID 00:05:50 0.6% 
INT 00:13:15 1.5%  INT 00:13:15 1.5% 
MUS 12:04:09 80.2%  MUS 12:04:09 80.2% 
NS 00:19:50 2.2%  NS 00:19:50 2.2% 
PRES 01:45:52 11.7%  PRES 01:45:52 11.7% 
PROM 00:00:00 0.0%  PROM 00:00:00 0.0% 
PSA 00:00:00 0.0%  PSA 00:00:00 0.0% 
SOP 00:00:00 0.0%  SOP 00:00:00 0.0% 
SPON 00:05:15 0.6%  SPON 00:05:15 0.6% 
SPRT 00:00:00 0.0%  SPRT 00:00:00 0.0% 
TRFC 00:01:55 0.2%  TRFC 00:01:55 0.2% 
WEA 00:03:55 0.4%  WEA 00:03:55 0.4% 
(blank) 00:00:00 0.0%  (blank) 00:00:00 0.0% 
Grand Total 15:02:51 100.0%  Grand 
Total 
15:02:51 100.0% 
    0 00:00:00 0.0% 
    0 00:00:00 0.0% 
    0 00:00:00 0.0% 
    0 00:00:00 0.0% 
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    Medium MediumTimePercent MediumTimeLength 
    advertising 1.8% 0.00:16:05 
    speech 18.0% 0.02:42:37 
    music 80.2% 0.12:04:09 
    none 0.0% 0.00:00:00 
     100.0% 0.15:02:51 
 
 
TRURO HOSPITAL AND CITY RADIO (CHBN) 
Type Length by 
type 
Type %     
Row 
Labels 
Sum of 
LENGTH 
Sum of 
LENGTH2 
 Type Lenghth by type Type % 
ADV 00:09:00 1.0%  ADV 00:09:00 1.0% 
COMP 00:00:00 0.0%  COMP 00:00:00 0.0% 
ID 00:18:42 2.1%  ID 00:18:42 2.1% 
INT 01:35:00 10.5%  INT 01:35:00 10.5% 
MUS 10:13:33 68.1%  MUS 10:13:33 68.1% 
NS 00:27:30 3.1%  NS 00:27:30 3.1% 
POEM 00:07:30 0.8%  POEM 00:07:30 0.8% 
PRES 01:31:55 10.2%  PRES 01:31:55 10.2% 
PROM 00:00:00 0.0%  PROM 00:00:00 0.0% 
PSA 00:08:00 0.9%  PSA 00:08:00 0.9% 
SILENCE 00:01:00 0.1%  SILENCE 00:01:00 0.1% 
SOP 00:03:00 0.3%  SOP 00:03:00 0.3% 
SPON 00:00:00 0.0%  SPON 00:00:00 0.0% 
SPRT 00:00:00 0.0%  SPRT 00:00:00 0.0% 
TRFC 00:15:30 1.7%  TRFC 00:15:30 1.7% 
WEA 00:10:55 1.2%  WEA 00:10:55 1.2% 
(blank) 00:00:00 0.0%  (blank) 00:00:00 0.0% 
Grand 
Total 
15:01:35 100.0%  Grand Total 15:01:35 100.0% 
       
    Medium MediumTimePercent MediumTimeLength 
    advertising 2.2% 0.00:20:00 
    speech 29.6% 0.04:27:02 
    music 68.1% 0.10:13:33 
    none 0.1% 0.00:01:00 
     100.0% 0.15:01:35 
 
